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ABSTRACT
Dramatic c r i t i c s  and h is to r ia n s  have generally  acclaimed 
Georg Kaiser to  be the g rea te s t of the German E xpression istlc  play­
w rights. I t  i s  known th a t he wrote the la rg e s t number of p lays of 
a l l  the d ram atists  of Expressionism, and th a t  u n ti l  1933, h is  plays 
were second only to  Hauptmann’s in  number of productions in  Germany.
In sp ite  of the fa c t th a t  some of these plays have been done in  
England and America, only a small number of them are  ac tu a lly  known 
in  these co u n trie s , because, u n t i l  the p resen t tim e, only eight of 
them have been tran s la te d  in to  English. This is  an in su ff ic ie n t 
number fo r  the English reader to  determine the  tru e  value of Kaiser 
and to  p lace him properly  in  th e a tr ic a l  h is to ry . There i s  a lso  a 
sc a rc ity  of c r itic ism  av a ilab le  in  English, and th a t which does ex is t 
concerns I t s e l f  la rg e ly  with From Morn to  Midnight and the Gas t r i lo g y . 
Very, few c r i t i c a l  works in  English cover a l l  of h is  tra n s la te d  plays 
to  say nothing of h is  u n transla ted  ones which number over fo r ty .
The purpose of the  p resen t study i s  to  present in  English 
th ree  hereto fo re  u n tran sla ted  p lays, which, though q u ite  d if fe re n t 
from one another, were w ritten  during th e  same period of K a ise r 's  
ca ree r. These Include the g re a te s t of the E xpresslon istlc  comedies, 
Buropa. which i s  a musical comedy-like fab le  p lay; K a ise r 's  most 
fu l ly  developed romantic p lay , The Woman's  S a c r if ic e ; and the piece 
said to  have been the g rea te s t success in  E xpresslon istlc  stag ing ,
x
He11.Way.E arth . The tra n s la tio n s  of these p lays compose the major 
portion  of th i s  study.
Part .one which serves as an In troduction  to  the tra n s la tio n s  
of the p lays i s  made up of s ix  b r ie f  chap ters. Chapter I p resen ts  a 
d e f in it io n  or d esc rip tio n  of Expressionism and d iscusses i t s  o rig in  
and development. Chapter I I  Is  a biography of Kaiser and includes 
some comments on h is  works by German, English, and American c r i t i c s .  
Chapter I I I  contains an overview of a l l  of K aiser’s p lays, and 
Chapter IV d iscusses the New Man theme th a t recu rs  in  i t s  various 
forms in  a l l  of them. Chapter V d iscusses in  a more d e ta iled  way 
the f iv e  previously  tra n s la te d  plays which were w ritten  between 1915 
and 1920, From Morn to  M idnight. The C oral. Gas I., Gas I I . and The 
F ire  in  the  Opera House. and the  th ree  presen t tra n s la tio n s  which 
came w ithin the same period , Buropa, The Woman*s S a c r if ic e , and H e ll. 
Way.B arth. Chapter VI d ea ls  with K aiser’s s ty le  in  these eight p lays. 
F in a lly , a complete l i s t  of K aiser’s published p lays, novels, and 
a r t i c l e s  i s  supplied in  an appendix.
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INTRODUCTION
Dramatic c r i t i c s  and h is to ria n s  have generally  acclaimed Georg 
Kaiser to  be the g rea te s t of the German E xpresslon istlc  d ram atis ts .
I t  i s  known th a t ,  of a l l  the playw rights of Expressionism, he wrote 
the la rg e s t number of p lays, a to ta l  of f if ty -n in e  with e igh t s t i l l  
unpublished in 1955. I t  i s  a lso  known th a t he rose to  popu larity  with 
the th ea tre  goers of the p rin c ip a l German c i t i e s  during the  F ir s t  World 
War, and th a t u n t i l  h is  works were censored by the Nazi regime in  1933, 
h is  p lays were second only to  Hauptmann’s in  number of productions in 
Germany. Some of h is  works have also been widely played in  other coun­
t r i e s ,  including the United S ta te s , England, France, Russia, Japan and 
Spain.
Georg Kaiser has been both praised  and blamed fo r exp lo iting  the 
th e a tre  to  i t s  utmost with h is  E xpresslon istlc  dramas. I t  i s  not the 
purpose of th is  study to  show h is  value, for in  sp ite  of some evidence 
to  the con trary , there can be l i t t l e  doubt concerning h is  p ro fic iency  
in  handling h is  medium or of the excellence of h is  p lay s.
In the ea rly  1900’s when Kaiser began w riting  p lays, the move­
ment la te r  to  be known as  Expressionism had not r e a l ly  begun. Only the 
vaguest h in ts  of the revo lu tionary  th e a tr ic a l  movement could be de­
te c te d  in  the works of the young w rite rs . Kaiser was among these young 
w rite rs , and I t  was h is  guiding hand th a t led the movement toward i t s  
far-reach ing  e ffec tiv en ess . His were well w ritten  and thoughtful p lay s,
1
2i f  not exactly  profound p ieces of th e a tr ic a l  l i t e r a tu r e .  They made 
ex c itin g  th e a tre . By means of h is  b e t te r  works, Kaiser led the  move­
ment of Expressionism through i t s  b r ie f  but b r i l l i a n t  ca ree r.
U nfortunately, too few of K a ise r 's  p lays are known in  England 
and America. Of the more than f i f t y  s c r ip ts  published between 1911 and 
1948, only seven have been tra n s la te d  and published in  English. Six of 
these  seven p lays were w ritten  between 1915 and 1920. A to ta l  of 
eighteen plays were published during these s ix  years . I t  i s  by fa r  h is  
most p r o l i f ic  period , and h is  most acclaimed works are  among those 
w ritten  between these d a tes . Of the tra n s la tio n s  from the  period one 
i s  a one-act p iece; the o thers are  f u l l  length p lay s. The primary pur­
pose of the p resen t work i s  to  t r a n s la te  ad d itio n a l p lays from th is  s ix - 
year period . The th ree  p lays chosen fo r tra n s la tio n  are Buropa. 1915,
The Woman's  S a c r if ic e . 1918, and He11.Way.E arth . 1919. Buropa is  con­
sidered  to  be the best comedy of Expressionism. The Woman's  S acrifice  
has been proclaimed the best of K a ise r 's  romantic p lays, and H e ll,Way. 
Barth i s  c i te d  as having offered the best example of E xpresslon lstlc  
stag ing . I t  i s  su rp risin g  th a t  these  p lays have not hereto fo re  been 
tra n s la te d .
The secondary purpose of the study i s  of a c r i t i c a l  natu re .
Only a small amount of c r it ic is m  of Kaiser e x is ts  in  English. An 
average of about ten  pages i s  to  be found in some h a lf  dozen works on 
tw en tie th  century au tho rs. Obviously, none of these i s  a complete study. 
Only one d is s e r ta t io n  has appeared. I t  was w ritten  by Moses Joseph 
Fruchter a t  the  U niversity  of Pennsylvania in  1933. I t  i s  an ex ce llen t 
treatm ent of K a ise r 's  s ty le , but i t  i s  ra th e r  b r ie f ,  containing le s s  than
3one hundred pages. Other sources fo r  the commentary have been the very 
b r ie f  comments from the various standard works on th e a tr ic a l  l i te r a tu r e  
and h is to ry .
Part I of the p resen t study co n s is ts  of a d e f in itio n  of Expres­
sionism with a b r ie f  d iscussion  of i t s  sources, purpose and s ig n i f i ­
cance; a b r ie f  biography of Kaiser; a l i s t  of h is  plays with a statem ent 
of theme or idea fo r  as many as could be found; a more d e ta ile d  d iscus­
sion of the eigh t p lays of the se lec ted  period; and a conclusion dealing 
with the s ty le  and form of the  w riting  and production of the e igh t p lays. 
Part I I  i s  made up of the tra n s la tio n s  of Buropa. The Woman’s S a c r if ic e , 
and H e ll.Way.B arth . F in a lly , two b ib liog raph ies are appended. The 
f i r s t  i s  a complete l i s t  of K aiser’s published p lays, novels and essays. 
The second i s  a se lected  bibliography of the books used In th is  study.
Counting the th ree  plays included In th is  tr a n s la tio n , th e re  are 
now ten  p lays by Kaiser In Bngllsh, nine of them f u l l  leng th . There Is  
l i t t l e  reason to  hope th a t  any of them w ill be presented p ro fe ss io n a lly , 
since only two of h is  p lays have received p ro fessiona l productions in 
America. From Morn to  Midnight was done by the Theatre Guild In 1922, 
and Gas I was staged a t  the Goodman Memorial'Theatre in  1926. There 
have been several p resen ta tio n s of some of h is  p lays by educational 
th e a tre  groups, and i t  I s  to  these groups th a t one must look fo r fu tu re  
o ffe rin g s . I t  Is  to  be hoped th a t these  th ree  ad d itio n a l p lays may be 
included In the l i s t  of p lays to  be staged by the  more am bitious college 
and u n iv e rs ity  th e a tre s  in  America. Such production may stim ulate addi­
t io n a l tra n s la tio n s  of E xpression istlc  dramas. American audiences ought 
not be denied the p r iv ile g e  of seeing these p lay s, the themes of which 
a re  s t i l l  tim ely and the s ty le  h igh ly  e ffec tiv e  In the th e a tre .
PART I 
DISCUSSION
CHAPTER I 
DEFINITION
One of the c h a ra c te r is tic s  of German l i te r a tu r e  Is  th a t  I t  
tends to  f a l l  d e f in ite ly  in to  "schools,"  “movements,” or “-ism s."
New th e o rie s  of expression have u sua lly  come as  a rev o lt ag a in st a 
previous one, although in  many cases re ta in in g  some of i t s  elem ents. 
These new th e o rie s  have often had fa r  reaching influence, not only in 
Germany but throughout the continent and in  America. Among the  move­
ments one fin d s  Sturm und Drang. C lassicism , Romanticism, Young Germany, 
Naturalism, Impressionism and Neo-Romanticism. These movements were 
followed by Expressionism, which covered roughly the years between 
1910 and 1924.1
Samuel and Thomas se lec t th e  date  1910 as the beginning of 
Expressionism because i t  was in th a t year th a t there appeared two s ig ­
n if ic a n t p e rio d ica ls  destined  to  advance the E xpresslon istlc  movement: 
Die Aktlon and Der Sturm. By 1924 the leaders of the movement were con­
vinced th a t  th e ir  th eo ries  of soc io log ica l and re lig io u s  m orality  were 
not to  be re a liz e d , and the movement d ied . As schools of w riting  go, 
Expressionism lived  a r e la tiv e ly  short l i f e ,  but i t  produced a wealth 
of ex c itin g  l i te r a tu re  in poetry , essays, novels and dramas with 
emphasis on theme ra th e r  than p lo t or ch a rac te r. I t s  influence has
R ich ard  Samuel and R. Hinton Thomas, Expressionism in  German 
L ife . L ite ra tu re  and th e  Theatre (Cambridge: W. Heffer & Sons L td ., 
1939), p. 1.
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6continued and i s  being f e l t  a t the present tim e. Dramas as recen t as 
those of Tennessee Williams and Arthur M iller show d e f in ite  Influences 
from Expressionism.
Samuel and Thomas se lec t 1910 as  the date of the beginning of 
Expressionism, but there  were signs of I t s  approach much e a r l ie r .  In 
the  la te r  p lays of August S trindberg, such as To Damascus. A Dream P lay , 
and The Spook Sonata one can fin d  many elements of what came to  be 
known as Expressionism. S trindberg might well be ca lled  the fa th e r  of 
the movement, fo r he was the f i r s t  to  re a liz e  the  inadequacies of 
realism  and naturalism  and to  tu rn  to  a more th e a tr ic a l  form of a r t i s t i c  
expression. His was probably the strongest Influence on the young 
w rite rs  of Germany In the years Immediately before and during the F ir s t  
World War.
Another w rite r who exerted a s ig n if ic a n t Influence, although
not so g reat a one as S trindberg’s, was Hauptmann, a German him self,
2with h is  dramas of "p o ten tia l insurgency," The Weavers and The Assump­
tio n  of Hannele. He was followed by Frank Wedekind, who was even more 
vehement than Hauptmann In h is  p o rtray a l of sex and medical and psycho­
lo g ica l science. Walter Hasenclever came next w ith s t i l l  o thers who 
are b e t te r  known. Among th is  group are found the names of Ernst T o lle r, 
Franz Werfel, Relnhard Sorge and Georg K aiser. I t  was these men who
*2
contributed most to  the development of the drama during these yearB.
2John Gassner, Masters of the  Drama. Third ed itio n  (New York: 
Dover P ub lica tions In c .,  1954), p . 482.
3George Freedley and John A. Reeves, A H istory of the Theatre 
(New York: Crown P ub lishers, 1941), p . 521.
7Most of the w rite rs  on Expressionism have voiced th e  opinion 
th a t i t  is  a d i f f i c u l t  movement to  define . They say th a t i t  was puz­
z lin g  to  the reviewers a t the tim e, and th a t  the f a c ts  are not known 
even a t the p resen t day. Tucker says,
Expressionism i s  d i f f i c u l t  to  define . . . .  But c e r ta in  
of i t s  general c h a ra c te r is tic s  a re  p la in  enough. I t  
s ta r t s  by tak ing  i t s  m ateria l from re a l  l i f e  (no m atter 
how fa r  afterward i t  may transcend th is  l im it) ,  but i t  
aims to  d i s t i l l  th e  very essence of r e a l i ty  and to  p resen t 
i t  in  terms of the u n iv e rsa l. N aturally , then, i t  i s  
ch ie fly  concerned not with phenomena but with ideas and 
the springs of conduct. Since i t  pursues i t s  ideas or i t s  
passions from the re a l world in to  the tran scen d en ta l, i t  
may place i t s  ac tio n  on more than one plane of conscious­
n ess ,—r e a l i ty  passing  in to  dream, f in i t e  in to  in f in i t e ,  
consciousness in to  subconsciousness, as may be demanded 
by the varying phases of i t s  dominant idea or the suc­
cessive moods of i t s  ch a rac te rs . Hence i t  may s ta r t  with 
something resembling realism  and f in a l ly  pass in to  the 
w ildest phantasmagoria, even w ithin the lim its  of a single 
ac tio n .
Gorelik rep o rts  th a t with some w rite rs  lik e  Kenneth Macgbwan
Expressionism represented almost any new trend  except the "attenuated  
5Naturalism" of the conservatives. Both Macgowan and Selden Cheney 
have asse rted  th a t the aims of the movement were to  leave the p ic tu re -  
frame stage in  favor of th e  more p resen ta tio n a l stage of the p la tfo rm . 
Gorelik agrees with them, fo r he says, ". . . n o  d e f in ite  lin e  can be 
drawn d iv id ing  the a c t iv i ty  of th e  E xpression ists from th a t  of the 
T h e a tr lc a l is ts  . . . the d is tin g u ish in g  fea tu re  of Expressionism would
4S. Marlon Tucker, Twenty-five Modern P lays. Revised ed itio n  
(New York: Harper &.Brothers, 1948), p . 575.
5Mordecai Gorelik, New Theatres fo r  Old (Blnghampton, New York: 
Samuel French, 1947), p . 248.
8seem to  l ie  . . .  in  a symbolism notable fo r th e  vehemence of i t s  
symbols.1’6
Gorelik continues,
Bxpresslonism was h is to r ic a l ly  a movement of Insurgent 
l ib e ra ls ,  with standards of a b s tra c t Ju stice  and a mes­
sage of good w ill, . . .  In p ra c tic e  the E xpressionist 
longing fo r  a ’’ra tio n a lly  ordered soc ie ty  based on the 
C hristian  id ea l of so c ia l Ju s tic e ” meant a re tu rn  to  the 
id ea ls  of the  p rim itiv e  C hristian  community. This could 
not be Incorporated in th e  platform  of any German p o l i t ­
ic a l p arty , since i t  was unworkable under conditions of 
mass Industry .
The E xpression ists  f e l t  th a t man i s  enslaved to  the 
machine; and th a t  the  only so lu tion  to  th i s  slavery  i s  
to  abo lish  industry  and re tu rn  to  a g r ic u ltu re . This 
idea too was unworkable. The social-dem ocratic German 
government to le ra te d  the E xpression ists and even en­
couraged them, considering th e ir  so c ia l d o c trin es  harm­
le s s . The other German worker’ s p a rty , the communists, 
was more c r i t i c a l ,  m ain ta in ing .tha t no constructive  re ­
tu rn  can be made to  a p rim itiv e  soc ie ty , and th a t th e  „ 
proposal to  abo lish  industry  i s  d es tru c tiv e  and d e f e a t is t .
q
Samuel and Thomas have observed th a t  the re  was a specia l 
branch of Expressionism known as Activism. I t  was th is  group which 
was concerned p rim arily  with so c ia l and p o l i t i c a l  reform. The outlook 
of the A c tiv is ts  Inclined  toward ra tio n a lism , and they were somewhat 
more o p tim is tic  than the tru e  E xpression ists , who in tu rn  were more 
p a r t ic u la r ly  concerned with a search fo r God.
The b a s is  of E xpresslon istlc  drama i s  A c tlv is t ic .  I t  
proclaim s an idea, th a t of the  New Man and of a New.
Humanity, which i s  to  be no longer subjected to  the
6Ib ld .
7Ib id . .  p . 251 f .
8Samuel and Thomas, p . 13 f .
9lim ita tio n s  of S ta te  and nation , of soc ie ty  and t r a d i ­
tio n a l laws, and which i s  to  be transformed in to  a com­
munity of love, goodness and peace. The human soul i s  
to  be freed  from th e  f e t t e r s  of conven tionality , and 
love i s  .to be the ru lin g  p rin c ip le  in  personal re la tio n ­
ships and the so c ia l o rder. . . .  In the E xpresslon istlc  
drama, Man i s  depicted as caught in  the meshes of the 
im perfections of the  world. Consequently, he conceives 
th e  idea of a higher form of ex istence, th a t  i s  to  say, 
h is  "soul" awakens. He experiences th i s  idea and su ffe rs  
through i t ,  and e ith e r  leads i t  to  v ic to ry  or proclaim s 
i t s  u ltim ate  v ic to ry .9
S t i l l  other w rite rs  have defined and described Expressionism 
in  other term s. Clark and Freedley have said th a t Expressionism is
. . . th e  language of the  new generation which, during 
World War I ,  learned to  d isb e liev e  in  the  sim p lic ity  of 
human d es tin y , as naturalism  saw i t  and as new romanticism 
pain ted  i t .  Now the drama i s  to  become the expression of 
a l l  s p ir i tu a l  powers, and the dram atis personae are no 
longer mere charac te rs  but s u p e r - re a l is t ic ,  the in te n s i­
f ie d  expression of human natu re . 0
Moses explains th a t  Bxpresslonism
. . .  i s  nearer a scenario suggestion than a well k n it 
p lay when i t  i s  used fo r  dramatic e ffec tiv en ess . I t  i s  
the score of rhythm, of motion, of co lo r, of design.
The E xpression istlc  p lay i s  a r e a l i ty  and a phantasmagoria. 
. . . Expressionism i s ,  in  f a c t ,  an o rch es tra tio n .
John Mason Brown says th a t  these dramas
. . . offered new examples of construc tion , more marked 
in  th e ir  tendencies and aggressive in  th e i r  In d iv id u a lity
9Ib id . ,  p . 60.
10B arre tt H. Clark and George Freedly, A H istory of Modern Drama 
(New York: D. Appleton-Century Co., In c .,  1947), p . 102.
1^Montrose J .  Moses, Dramas of Modernism and Their Forerunners. 
Revised ed itio n  (Boston: L i t t le  Brown and Co., 1941), p . 133.
than the f i r s t  steps of th e ir  forerunners had been, 
d e f in ite  enough In fa c t to  warrant the  ta g  which th e ir  
common c h a ra c te r is t ic s  won fo r  them. They came as 
dramas of d isillu sionm en t, of so c ia l unrest and to r ­
mented m o rta ls .12
Gassner says,
Pessimism was, in  t ru th ,  the  dominant note of those 
E xpression ists who revealed any m aturity  a s  a r t i s t s .
. . . [They] looked out upon a crumbling world, and 
one can hardly  be surprised  I f  th e ir  w riting  hand shook 
with an x ie ty .13
Macgowan says th a t to  pene tra te  '•. . . the basic  stratum  of
14man’s psyche . . .  I take I t ,  Is  the purpose of Expressionism .” 
Gassner again comments th a t  Expressionism
. . . ca lle d  fo r  the  p resen ta tio n  of inner s ta te s  ra th e r 
than outer r e a l i ty ,  as  well a s  fo r  the d is to r t io n  of the 
l a t t e r  by the Inner eye. This type of drama was in  the 
f i r s t  instance d e f ia n tly  and f la g ra n tly  sub jec tive , and 
i t  c a p ita liz ed  personal d isillusionm ent and re v o lt .  In  
more ob jective forms i t  could a lso  be Imaginative ra th e r 
than completely d is to rte d  by the c re a to r ’s ego, . . 15
And Seldon Cheney in  1917 reported ,
The trend i s  toward the  em o tio n a l-c rls is  p lay aB aga inst 
the thought p lay , toward In te n s ity  of fe e lin g  hs aga inst 
likeness to  outward l i f e  and tru th fu ln e ss  of d e ta i l ,  to ­
ward loosness of technique as against form ulas.16
12John Mason Brown, The Modern Theatre in  Revolt (New York:
W. W. Norton and Co. In c .,  1929), p . 64.
13Gassner, p . 489.
14Kenneth Macgowan, The Theatre of Tomorrow (New York: Bonl
and L lverlght P ublishers, 1 9 2 1 ) ,p . 261.
15Gassner, p . 485.
16Selden Cheney, The Art Theatre (New York: A lfred A. Knopf,
1917 ), p . 175.
11
Later Cheney was quoted by Moses in  h is  d e f in it io n  of Expres­
sionism:
f,I consider Expressionism to  be th a t  movement in  a r t  
which tra n s fe rs  the emphasis from tech n ica l d isp lay  
and Im itated surface aspects  of nature to  crea tive  
form; from d esc rip tiv e  and rep resen ta tiv e  tru th  to  
in te n s if ie d  emotional expressiveness; from objective 
to  sub jective and ab s trac t formal q u a l i t i e s ." 1?
From these various d e f in it io n s  and d esc rip tio n s  one would con­
clude th a t Expressionism i s  th a t movement by a group of l ib e r a ls ,  who 
f e l t  enslaved by the  machine, who did not believe in  the s in p l ic i ty  of 
human destiny  and who t r i e d  to  express th e ir  aggressive in d iv id u a lity  
and pen e tra te  man*s psyche through a scen ario -lik e  play f i l l e d  with 
pessimism and characterized  by emphasis on theme instead  of outward 
r e a l i ty ,  p lo t or ch a rac te r.
As one might expect in  a th e a tre  producing p lays with these 
ideas, th e re  was a wonderful opportunity  fo r  the designer and o ther 
tech n ic ian s. uIn f a c t , ” Gassner says, "many . . . scenic designers 
. . . were frequen tly  more successfu l in  Ju s tify in g  Expressionism than 
were the  p lay w rig h ts ."18
The production of E xpresslon istlc  p lays genera lly  depended 
heav ily  on p ro p e rtie s  and se t p ieces th a t were suggestive ra th e r  than 
sp ec if ic  and th a t  were picked out of a void of blackness by sh a fts  of 
l ig h t .  Such productions were r e la t iv e ly  Inexpensive, but they were 
none the  le s s  a r t i s t i c .  The backgrounds were u su a lly  symbolic of the
l?Moses, P» 133.
18Gassner, p . 486.
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s ta te  of mind of the p r in c ip a l ch a rac te rs . The symbol then changed 
with each b r ie f  scene. With such in p o rtan t, "emphatic** production, 
au thors lik e  K aiser, Werfel and T o lle r in  Germany and the Capek b ro thers 
in  Czechoslavakia made th e a tr ic a l  h is to ry . Elements of the design from 
E xpresslon istlc  p lays have come down to  the p resen t. Among these are 
d is to r te d  perspective and v io len t u n re a lity  in  co lo r, lin e  and mass 
used fo r the  emotional e f fe c t .
CHAPTER I I  
BIOGRAPHY
Among th e  modern German playw rights of Expressionism Georg 
Kaiser was a s ig n ific a n t and o r ig in a l fo rce . Chandler1 ch arac te rizes  
him as  an id e a l i s t  of fecund im agination, a s o c ia l is t  who exposed 
flaws in  the present so c ia l o rder, an innovator in  techniques, and a 
c rea to r of a new, fre e  drama designed to  make people th in k . When he 
i s  a t  h is  best h is  p lo ts  are  apologues and h is  characte rs  types. He 
i s  more concerned with general problems of so c ia l and moral s ig n i f i ­
cance than with concrete psychology. To Kaiser the mind and the 
s p i r i t  a re  of prime Importance and are being threatened by th e  machines 
of Industry , lu s t  fo r  money, and w elfare. He works on h is  themes 
through symbols used schem atically and makes no e f fo r t  to  portray  l i f e  
r e a l i s t i c a l ly .  In  thought he was Influenced by Nietzsche and Schopen­
hauer, but he was M. . . more of an E xpressionist than the former and 
more of an optim ist than the l a t t e r . ”
There i s  probably not another modern w rite r  of sim ila r ta le n t 
and p ro d u c tiv ity  concerning whose l i f e  so l i t t l e  i s  known as  th a t of 
Georg K aiser. M. J . Fruchter in  hiB d is s e r ta tio n  on K aiser1s work 
explains th i s  fa c t  in  these words:
^ ra n k  W. Chandler, Modern Continental Playwrights (New York: 
Harper B rothers, 1931), p . 407.
2Ib id .
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This i s  due p rim arily  to  the  man’s re luctance to  speak of 
him self, to  h is  strong d is in c lin a tio n  to  give of h is  i n t i ­
mate l i f e  to  the p u b lic , to  h is  complete and consisten t 
avoidance of the f lo o d lig h ts  in  th e  warmth of which many 
le sse r  l i te r a ry  p e rso n a litie s  d e lig h t in  bask ing .3
The only autobiographical note th a t has appeared i s  one in 
Das L lte ra rlsch e  Echo, which i s  F ruch ter’s ch ief source. In i t  Kaiser 
s ta te s  th a t  he was born on November 25, 1878, in  Magdeburg, was the 
next to  the  youngest of s ix  bro thers in  the fam ily of F ried erich  Kaiser 
a merchant, fie attended school in  a convent but had only unpleasant 
memories of i t .  Upon graduation he t r ie d  business, presumably with h is  
fa th e r , fo r  th ree  years . He spent an ad d itio n a l th ree  years in  Buenos 
A ires. The South American clim ate, however, brought on an i l ln e s s ,  and 
he returned to  Germany by way of Spain and I ta ly .  In 1903 a t  Magdeburg 
a t  the  age of tw enty-five, he wrote h is  f i r s t  p lay . Rektor K le ls t . He 
ca lled  i t  ”a tragi-c.omedy of sickness and long ing .” I t  was not pub­
lished  u n t i l  1918.
He was married in  the year 1908 and lived in  Seehelm an der 
B ergstrasse . In  19.11 he'moved to  the winter-house in  Weimar. Subse­
quently  he lived  in  Tutzing and in  Munich. In mentioning th i s  l a t te r  
residence, Fruchter probably re fe rs  to  the year Kaiser spent in  the 
Munich J a i l ,  about which more w ill be said l a te r .  From the ea rly  
tw en ties to  the  time of H it le r ’s coming to  power, K aiser, h is  wife and 
th ree  ch ild ren  liv ed  near Erkner and in B erlin .
He spent most of h is  time on the education of h is  ch ild ren , and 
ra re ly  troubled  to  attend  even the  premiers of h is  own p lays. Since
•z
’■'Moses Joseph F ruchter, The Social D ia lec tic  In Georg K aiser’s 
Dramatic Works (Ph iladelph ia: U niversity  of Pennsylvania P ress, 1933),
p . 14.
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h is  p lays were not popular w ith the Nazis, Kaiser le f t  Germany to  spend 
the r e s t  of h is  l i f e  In Sw itzerland, where he died a s  a d e s ti tu te  
refugee, July  5, 1945.
Fruchter remarks th a t  "Kaiser [was] a man of many paradoxes."
He s ta te s  th a t  Kaiser was known to  have been l i t e r a l l y  sta rv ing  a t  the 
same time he was liv in g  in  a luxurious v i l l a  in  Tutzing, to  have sub­
scribed 20,000 marks fo r a Landauer memorial when he was almost d e s t i ­
tu te ,  and to  have used up h is  enormous income to  pay extravagant deb ts.
The g rea tes t of the  paradoxes in  the  l i f e  of Kaiser, however, 
was h is  t r i a l  and the  events leading up to  I t  in  February, 1921. Most 
of th e  d e ta i l s  concerning the  whole m atter have been covered In mystery. 
I t  I s  known th a t on p rin c ip le  he m isappropriated the  rugs and fu rn itu re  
of a v i l l a ,  lik e ly  th e  one a t  Tutzing so th a t  he and h is  fam ily could 
continue to  liv e  in  the way they had form erly been accustomed, th a t  he 
wsb a rre s te d  and t r i e d .  At the  t r i a l  he defended himself in an admir­
able and ex traord inary  manner, but nevertheless he was found g u ilty  and 
sentenced to  serve a term in  J a i l .
Contrary to  expectation , one fin d s  l i t t l e  in  h is  p lays th a t  
can be traced  to  th i s  experience. There are  possib ly  some in d ica tio n s 
of the  s itu a tio n  in  Noll me tan g ere . but th e re  i s  nothing th a t  appears 
to  be a r e te l l in g  of the  ac tu a l experience. However, he seems to  have 
come nearer in  th i s  p lay using events from' h is  own l i f e  than in  any 
other one.
The production of Buropa. in  the Reinhardt T heatre, which was 
running a t  the  time of h is  Imprisonment, seems to  have benefited  g rea tly
4I b ld . . p . 15
16
from the circum stances. F e lix  Bmmel in  h is  Das B kstatlsche Theater** 
rep o rts  th a t the t r i a l  and imprisonment of the playw right, which was 
being covered in  the p re ss , was making of Europa in  i t s  i n i t i a l  per­
formances a r e a l ,  fashionable sensation . Bveryone wanted to  be seen
g
a t  th e  p lay . He says th e re  was ”A re a l  concert of fro n t door keys"
among the population. They seem to  have come to  the th e a tre  to  cause
or see the r i o t .  There were whispers growing to  howls, screams, shouts,
stamping of fe e t  by those who were in  opposition to  Kaiser, and raving
applause from h is  supporters.
I t  was never c le a r  whether the  boos and the applause were fo r
the p lay  or the playw right, but th e  production was a f in a n c ia l success.
K aiser’s p lays were almost always successfu l, and during h is  peak years
h is  annual income from ro y a lt ie s  was well over a h a lf-m illio n  marks.
However, th e re  was always a d iv is io n  of opinion concerning him, and i t
has continued in  the c r itic ism  about him since . Drake says, ’’Georg
Kaiser i s  exclusively  a dram atist of ideas, and a strenuous crusader
7
fo r  those id e a s .” Gorelik counters by saying, "Vehemence more than
lo g ica l th e s is  i s  the key to  the  p lays of Georg K aiser, Expressionism’s
8best-known p layw righ t.” Then Clark and Freedley say, ”An abundant 
ta le n t  of ex traord inary  scope i s  th a t  of Georg Kaiser . . . who has
5F e lix  Bmmel, Das B kstatlsche Theater (P rlen: Kampmann und 
Schnabel Verlag, 1924), pp. 280-284.
6Ib id . ,  p . 280.
^William A. Drake, Contemporary Buropean W riters (New York:
John Day Co., 1928), p . 96.
8Mordecai G orelik, New Theatres fo r  Old (Binghampton, New York: 
Samuel French, 1947), p . 248.
w ritten  about fo r ty  E jq jression lstic  p lays of the  most p rec ise  In te l-
Q
le c tu a l ty p e ."
Pruchter has summed up the negative c r i t i c s ,  who have accused 
Kaiser of being
. . . d e f ic ie n t In what Is  doubtless the  most e ssen tia l 
element of a l l  s ig n ific an t l i t e r a tu r e ,  namely tru e  human 
warmth, sincere In te re s t In  hunan l i f e ,  consequently 
lacking In poetry , In ly ricism ; above a l l ,  the harshest 
of Indictm ents, as lacking In a cen tra l philosophy of 
l i f e ,  a d e f in ite  a t t i tu d e  to  the problems of ex istence .
But Gorelik speaks of h is  " . . .  tender, romantic love fo r humanity,"'' 
and Drake says th a t  Kaiser I s
. . .  a man who has f e l t  l i f e  b i t t e r ly  without having 
lo s t h is  f a i th  in  l i f e ,  but who has a rriv ed  a t c e r ta in  
d is tu rb in g  convictions with regard to  the  present course 
of human so c ie ty . Perhaps the strongest impression which 
one has a f te r  reading the  whole medley of K aiser’ s p lays, 
i s  th a t th e i r  author i s  a man who knows almost more than 
i s  decent of the meanness of h is  fe llo w -crea tu res , but 
loves them a l l  with an impetuous commiseration th a t  t r a n ­
scends f in i te  Judgment. 2
Kaiser has been variously  described as a d ram atist of uneven 
a b i l i t i e s ,  a t r ic k s te r  a t tra c t in g  a tte n tio n  and advancing h im self, a 
man of sca tte red  in te re s ts ,  a l i t e r a r y  Janus, a dramatic Juggler, a 
s k i l l f u l  craftsman in  exp lo iting  th e  p o s s ib i l i t ie s  of the stag e , a 
dea ler in  problems, an eccen tric  s t y l i s t ,  a dramatic mechanic, and a
9B arre tt H. Clark and George Freedley, A H istory of Modern 
Drama (New York: D. Appleton-Century Co. In c ., 1947), p . 102.
IQFruchter, p . 3.
11G orelik, p . 250.
l^D rake, p . 89
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cinematographic author, and of having a ta le n t h a l f - r e l ia b le ,  h a lf-  
opportun ist. Almost every c r i t i c ,  however, before he has concluded, 
has been forced to  give an a ffirm ativ e  c r itic ism  as  in  the  followings
. . . Kaiser wrote memorable, i f  by no means great drama.
His in a b il i ty  to  create  fu ll-b looded  characte rs  and h is  
chronic sensationalism  would have re legated  him to  a 
speedy obliv ion but fo r the f a c t  th a t he put h is  short­
comings to  e ffe c tiv e  use when he conveyed the hollowness 
and mechanization of the  post-war e ra .* 3
By more favorable c r i t i c s  he has been described as most e ffec ­
t iv e ,  most popular, a g if ted  dram atist steeped in  the rou tine  of the 
th e a tre , a daring p ioneer, s k i l l f u l  in the symmetrical handling of 
symbol, and the leader of the school of German experim entors. Even 
h is  f a i lu re s  are  described as in te re s tin g .
The argument which began with h is  f i r s t  plays continues, and 
one may ask with F e lix  Bmmel, "Who i s  r ig h t
*3John Gassner, Masters of the Drama. Third ed itio n  (New York: 
Dover P ub lica tions In c .,  1954), p . 488..
14Bmmel, p .  281.
CHAPTER I I I  
OVERVIEW OF KAISERfS WORK
The l i t e r a r y  output of Georg Kaiser has been held as  l i t t l e  
short of remarkable by numerous w rite rs . During the fo rty  years from 
the  date of h is  f i r s t  w riting  u n t i l  h is  death he published f if ty -o n e  
p lay s, two novels and ten  a r t ic le s .  The p rin c ip a l in te re s t  here i s  in  
the  p lay s. These have wide v a rie ty  in  s ty le  and con ten t. One type 
Kaiser employed in  h is  ea rly  w ritings was the burlesque of h is to ry  and 
legend. Die ifidlsche Wltwe. 1911, i s  a parody of the B ib lic a l s to ry  of 
Jud ith  and Holofernes. To Kaiser Ju d ith  i s  an adventuress who th inks 
the youthful Nebuchadnezzar i s  more d es irab le  than the uncouth 
Holofernes. But when she is  promoted to  p r ie s te s s  fo r  beheading the 
l a t t e r ,  she d iscovers in  the high p r ie s t  a lover even more to  her lik in g .
Kaiser turned  from burlesque to  a more serious handling of a 
legendary sto ry  in  K&ilg Hahnrel. 1913. This p lay  deals in  a melodra­
matic way with th e  T ris tan  and Iso lde legend.
From English legend Kaiser turned to  Greek mythology fo r h is  
next p lay , Europa. 1915. In th i s  play he parodied the dance fever then 
a t  i t s  height and used the  legend of Europa and the b u ll to  s a t i r iz e  
an effem inate c iv i l iz a t io n . In the end h is  characte rs come to  believe 
th a t  nReal l i f e  i s  th e  strong l i f e ,  and th e  strongest i s  the b e s t ."
A second Greek p lay , re ly in g  more on h is to ry  than legend however, 
i s  Per g e re tte  A lk lb lades, 1920. I t  c o n tra s ts  the  handsome w arrior of
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the  t i t l e  with th e  old and ugly philosopher, Socrates. The l a t t e r  
unw itting ly  rescues the former from h is  pursuers and Is  awarded a 
v ic to ry  wreath, which he scorns. This ac tion  in tr ig u e s  A lkiblades, 
fo r  he sees in  Socrates a man who has contempt fo r those th ings which 
the world holds of g reat importance. A lkiblades follow s Socrates' 
leadership  and sh a tte rs  an image of Hermes as  a gesture of contempt 
fo r  those th ings which he once held to be of value. When the people 
see h is  sac rileg io u s ac tion  they blame Socrates fo r  corrupting  him and 
condemn Socrates to  drink the hemlock.
A fu rth e r  treatm ent of h is to r ic a l  m ateria ls  i s  in  Q llle s  und 
Jeanne. 1923, a tragedy concerning Joan of Arc; the comedy concerning 
George Sand and her l i t e r a r y  lovers, Die Flucht nach Venedlg, 1923, 
and K a ise r 's  most successful p lay  based on h is to ry , the romantic Die 
Blirger von C a la is . 1914. The la s t  p lay  t e l l s  the sto ry  of the sa c r i­
f ic e  of h is  l i f e  by Eustace de Saint P ierre  fo r  the c i ty  of C alais. 
Kaiser has in  th is  p lay taken a firm  step in  the d ire c tio n  of Expres­
sionism, fo r here he has made the harbor works th a t  the c i t iz e n s  are  
s tr iv in g  to  p ro tec t serve as a symbol of the c iv i l iz a t io n  which must 
be perserved a t  any co s t.
Kaiser condemned war in  another p lay  of h is to r ic  background, 
Die Lederkbpfe. 1928. I t  i s  a b i t t e r  denunciation. The d is to rte d  
fea tu re s  of the  F ield  Commander become a symbol of the b e s t ia l i ty  of 
war and i t s  degradation of humanity. In scene a f te r  scene as Die 
Lederkflpfe progresses, the b ru ta l i ty  of war, i t s  senseless outrages, 
i t s  e v il  powers, i t s  l i e s  and i t s  treachery  are c le a r ly  shown. Die 
LederkSpfe and Die Btlrger von C alais p resen t the negative and the
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p o s itiv e  aspects of war. The former undertakes to  show the g reat crime 
aga inst humanity, while the l a t t e r  assumes i t  necessary in order th a t 
Eustace de Saint P ierre  and h is  follow ers may form th e ir  wise and humane 
conclusion.
Romantic p lays in the mood of Die BUrger von C alais a re  th ree  
one act p ieces , Claudius. 1911, F ried rich  und Anna. 1911, and Juana. 
1911; and the f u l l  length The Woman*s S ac rif ice  (Das Frauenopfer) . 1918. 
These four p lays a l l  have to  do with in f id e l i ty .  In  Claudius a knight 
re tu rn in g  to  h is  c a s tle  fin d s  th a t h is  wife has been d is lo y a l. He k i l l s  
her and the  person who should have guarded her and burns the c a s tle  
down. By co n trast F ried rich  und Anna shows a fo rg iv ing  bridegroom who 
re fu ses  to  k i l l  h is  r iv a l  who boasts of having once possessed the b rid e . 
Rather he e n te r ta in s  the r iv a l  because he has taught the lady so well 
th e  meaning of passion. Juana, which is  the best p lay of the th re e , 
po rtrays a wife who, believ ing  her husband dead, m arries h is  fr ie n d .
The f i r s t  husband re tu rn s . She then learn s  th a t  th e  two men have agreed 
th a t  whichever of them she sh a ll ask to  drink with her sh a ll accept from 
her hand a cup of se c re tly  poisoned wine. She takes i t  h e rse lf  in  order 
not to  destroy  the friendsh ip  of th e  two men.
Feminine se lf-d e n ia l i s  more fu l ly  developed in The Woman*8 
S a c r if ic e . In th i s  p lay  a wife a id s  her husband's escape from prison  
by exchanging clo th ing  with him and tak ing  h is  p lace . She endures every 
outrage Imaginable from the Gendarmes only to  have her husband accuse 
her of encouraging them when she i s  a t la s t  re leased  from p riso n . In 
order to  rescue him a second tim e, she again pu ts on h is  c lo thes so th a t 
the Gendarmes who have followed her to  a r re s t  him shoot her ra th e r  than 
him. He a t  la s t  re a liz e s  the s a c r i f ic ia l  love she has fo r  him as  she
says to  him w ith her la s t  b rea th , "You ought—to  liv e —loved—beyond 
death—loved— ."
In  a p lay  w ritten  much la te r ,  Rosamunde F lo r l s . 1940, Kaiser 
returned  to  the romantic play and a v a ria tio n  of the In f id e l i ty  theme.
I t  la  most extravagant In I t s  ho rro r, fo r Rosamunde, while separated 
from her lover William, d iscovers she i s  pregnant. She en tice s  a young 
man from the g&rret and attem pts to  seduce him. He leaps from a window 
and d ie s . She goes to  h is  paren ts with the sto ry  of h is  a f f a i r  with 
h er. To preserve the good name of the fam ily, a bro ther breaks h is  en­
gagement and m arries h er. She becomes i l l  and i s  nursed by the b ro th er ' 
former sw eetheart, who discovers the t r u th .  Rosamunde k i l l s  her, and 
when her husband learn s of her crimes she poisons him. At la s t  when the 
baby a r r iv e s , she drowns i t ,  i s  apprehended and confesses her murders 
to  the  p o lic e . She i s  sent to  the g u illo tin e  without te l l in g  of the 
lover, William, or why she drowned the ch ild .
In the p lays thus fa r  discussed one can find  l i t t l e  i f  anything 
th a t  one would not expect from the conventional w rite r of the ea rly  
Twentieth century . The p lays are  a l l  e ith e r  r e a l i s t i c a l ly  or romantic­
a l ly  w ritten  fa rc e s , comedies and dramas. I t  must be kept in  mind th a t
even though these  p lays rep resen t one phase of K a ise r 's  work, they do
not a l l  come in  the  same period of h is  l i f e .  They are  s ig n if ic a n t and
many of them have made e ffe c tiv e  th e a tre , but Kaiser made h is  most d is ­
t in c t iv e  con trib u tio n  to  the th ea tre  with h is  E xpression istic  p lay s.
In  the la te r  p lays the ideas are  more important than the surface r e a l i ty  
and very often  proper psychological m otivation i s  ignored in  favor of 
the  advancement of the  cen tra l idea or th e s is .  Such p lays are  symbolic,
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a b s tra c t ,  and th e a tr ic a l .  Scenes follow one another ep iso d ica lly  ra th e r  
than a f te r  the p a tte rn  of the well-made p lay . Action i s  supplied by 
charac te rs  who a re  types ra th e r  than well rounded in d iv id u a ls . A ction, 
d ialogue, d ire c tio n , design—in  fa c t the to ta l  production—takes on a 
Btyllzed form. In some of the p lay s, of course, some semblance of 
r e a l i ty  is  s t i l l  p resen t, as in  The F ire  in the  Opera House. (Per Brand 
lm Opernhaus). 1919, Kolportage. 1924, and Nebenelnander. 1923, but i t  
almost e n tire ly  disappears in  such p ieces as From Morn to  Midnight (Von 
morgens b is  m ltternach ts) . 1916, the  Gas tr i lo g y  (Die K oralle. 1917,
Gas e r s te r  T e l l . 1918, and Gas zwelter T e l l ) . 1920 and H ell. Way.Earth 
( Holle Weg Erde) . 1919.
The F ire  in  the  Opera House i s  another e ro tic  p lay  lik e  The 
Woman!s S a c r if ic e . I t  dea ls  w ith in f id e l i ty ,  but i t  i s  much le ss  
r e a l i s t i c  in  i t s  techniques. In th is  p lay  a nobleman, a f te r  leading a 
l i f e  of worldly p leasu re , has married a young Innocent g i r l ,  and has 
re t ire d  with her to  h is  suburban house. He d iscovers th a t  she has been 
u n fa ith fu l, and in  order to  redeem h e rse lf  in  h is  eyes she goes back to  
th e  f i r e  to  be burned a l iv e . She and the King’s M istress exchange 
id e n t i t ie s  by her wearing the r in g  of the M istress, who had already  died 
in  the f i r e .
The exchange of p e rso n a lity  through th e  possession of a tr in k e t  
occurB in  another p lay  The Coral (Die K oralle) . the  f i r s t  play in  the 
famous Gas t r i lo g y . Here a man who has been deprived by poverty of a 
happy childhood takes on th e  p e rso n a lity  of h is  sec re ta ry , who i s  h is  
physical double. He k i l l s  the Secretary and wears a p iece of co ra l th a t 
th e  Secretary always carried, to  d is tin g u ish  him from h is  master the 
B ill io n a ire . The e n tire  p lay  Is  a rep resen ta tio n  of l i f e  as  an attem pt
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to  get away from s ta rv a tio n . In h is  childhood the  B illio n a ire  had 
suffered physical hunger; then he fought aga inst the world to  keep h is  
family from ever being hungry. In the  end, when h is  Son and Daughter 
have deserted  him for the  masses whom th e ir  fa th e r  m is trea ts  and de­
sp ises , he tu rn s  again to  him self and hungers fo r the  remembered happi­
ness of youth th a t he never knew. Poverty and wealth are contrasted  
most e ffe c tiv e ly  in  the second a c t ,  which takes p lace abroad sh ip . The 
wealthy fam ily and frie n d s  of the  B illio n a ire  s i t  in the tro p ic a l sun 
on th e  deck of the  luxurious yacht while the  crew su ffocates from the 
in tense heat of the b o ile r  room only a few Inches beneath th e i r  f e e t .
In tho second p lay  of the t r i lo g y , Gas I. (Gas e r s te r  T e ll) . the 
B i l l io n a ir e 's  son continues the ac tio n . Here Kaiser shows a c a p i ta l i s t ic  
system in  which men a re  reduced to  only hands or fe e t to  operate a 
machine, or eyes to  look a t  a d ia l .  The B i l l io n a ir e 's  son t r i e s  to  get 
the workers to  see the dilemma they are in .  He t r i e s  to  persuade them 
to  leave the  fac to ry  th a t has been destroyed in  an in ev itab le  explosion, 
because i t  i s  a symbol of industry  and of the machine, which has become 
more powerful than humanity. The people re fu se  to  l i s te n  to  him and 
take as th e i r  leader the Engineer, though they had previously  demanded 
th a t he be f i r e d .  The government f in a l ly  steps in  in  order to  put the 
workers back on the Job, fo r the a l l  important gas i s  needed in  the 
defense p la n ts . The B i l l io n a ir e 's  son pleads fo r mankind, but the 
workers and the rep resen ta tiv e  of the government w ill not l i s te n .  When 
in  d esp ira tio n  he asks where i s  the humanity in  man, h is  widowed daugh­
te r  answers, "I w ill give him b ir th ."
The spark of hope th a t remained a t  the end of the  Gas I_ i s  ex­
tinguished in  Gas I I  (Gas zw elter T e ll) . The great-grandson of the
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B illio n a ire , ca lled  the  B illio n a ire  Worker, c a rr ie s  the s to ry  on. The 
fac to ry  la s  been r e b u il t  and th e  Workers are tu rn ing  out an Improved
product fo r the carry ing  on of w arfare. The fac to ry  i s  f i l l e d  with the
very o ld , the  very young and the weaklings, who are  producing a fre sh  
form of energy. Word comes of the enemy a tta c k , and there  are  many who 
would Join the a tta c k e rs  in  order to  stop the horror of war. The B il­
lio n a ire  Worker leads the  p a c if is ts  and the Engineer leads the m ilita ­
r i s t s .  The former pleads fo r th e  people not to  r e s i s t  e v il with e v i l ,
but the l a t t e r  had discovered a new and more deadly form of gas, and
they p lan  to  e s ta b lish  a new empire through the  th re a t of v io lence. To 
avoid th a t a l te rn a tiv e , the  B illio n a ire  Worker takes the red b a ll th a t  
contains the deadly gas and breaks i t  in the midst of the  workers, so 
th a t  through destroying th e ir  bodies th e ir  soul’s may l iv e .
Of the th ree  p lay s, the la s t  i s  th e  most sk e le to n -lik e  in  i t s  
sc a rc ity  of language and i t s  barrenness of p lo t .  What i t  lacks in  these 
elements of drama i t  makes up in  i t s  use of symbol and exclamatory c r ie s .
Not so s ig n if ic a n t a p lay  as  those in  the Gas tr i lo g y , but in­
te re s t in g  neverthe less, fo r  both i t s  theme and s ty le , i s  the strange 
p lay  G ats. 1925. Here a fa n ta s tic  fab le  i s  used to  present K aiser’s 
philosophy. Because of th e  overcrowding of c e r ta in  areas of the world, 
a man leads an expedition in to  le s s  populated regions and d iscovers an 
id e a l community where overcrowding i s  elim inated by the ad u lts  taking 
a powder ca lle d  Gats, which renders them s t e r i l e .  He i s  rebuked when 
he re tu rn s  to  h is  home w ith i t ,  fo r men and women desire  ch ild ren , even 
i f  they cannot affo rd  them or provide fo r them. The poor, who are  de­
prived of so many of the  p leasu res of the world, w ill a t le a s t  hold 
f a s t  to  the one p leasure of having ch ild ren . The techniques of th is
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play  are  sim ilar to  those of the E xpression istic  p lay s. Here i s  an 
impossible s to ry , with ab s trac tio n s , rhythmic dialogue, colored l ig h ts , 
and the r a t t l e  of machine guns. A more sinp le sto ry  would probably 
have made a b e tte r  p lay .
K aiserfs sympathy with the  poor and h is  b e lie f  in the  e v il  of 
money appear in  h is  He11. Way.Barth ( HSlle Weg Brde). Here an a r t i s t  is  
shocked because a lady of fortune w ill not help h is  f r ie n d , who i s  in 
need, ra th e r  than buy some tr in k e ts  in the  Jewelry s to re . A fter he has 
t r ie d  a l l  means a t h is  d isposal only to  be rebuked, he commits a crime 
to  stop her purchase and is  thrown in p rison . In the p rison  he lea rn s  
to  love humanity, and a t  the  end of h is  imprisonment he comes back as 
a messlah with a message of sa lva tion  fo r the  world:. CrowdB follow him, 
Including those who had refused to  l is te n  to  him before, and a t la s t  
he s e ts  up a kingdom of heaven on ea rth , where each person loves h is  
fellow  man, and where each fe e ls  h is  re sp o n s ib ility  fo r h is  b ro th e r’s 
good.
In From Morn to  Midnight (Von morgens b is  m ltte rn ach ts) Kaiser 
s tr ik e s  again a t  the e v ils  of society  and fin d s  them as productive of 
tragedy and death as in  the Gas t r i lo g y . In th i s  play he ex p lo its  the 
idea th a t man is  an automaton. He p resen ts a bank c lerk  who has been 
turned in to  a ca lcu la tin g  machine by the ro u tin e  around him. When a
tem ptation a r is e s  and the c lerk  takes 60,000 marks from the bank, he runs
through the e n tire  day in  the search fo r happiness and in  the end d is ­
covers th a t  nothing money can buy i s  worth having. In despair he commits
su ic id e .
The u n certa in ty  of a man who has broken h is  rou tine  i s  con­
sidered in  another p lay , K anzllst K rehler. 1922. A fter ce leb ra tin g
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the marriage of h is  daughter, Krehler i s  given a holiday by h is  em­
p loyer. Since i t  i s  the  f i r s t  time such a th in g  has happened, he does 
r.ot know what to  do. He i s  uncerta in  of the  way home. When he reaches 
i t ,  th ings there are out of place because of th e  wedding, and h is 
daughter, who has always welcomed him home, i s  not th e re . In despair 
he resig n s h is  p o s itio n , k i l l s  h is  son-in-law  and then k i l l s  h im self. 
Unlike the clerk  of From Morn to  M idnight, Krehler was unable to  liv e  
fo r  even one day.
A fter th e  ea rly  1920's Kaiser discontinued the use of the 
ExpresBlonlstic techniques th a t had characterized  the best of h is  p lays 
and returned to  a more r e a l i s t i c  s ty le .  His basic  philosophy did not 
change, however, and even some of h is  c h a ra c te r is tic  touches, lik e  the 
use of a p e rso n 's  double, continued to  appear in  h is  p lay s. I t  i s  to  
be remembered th a t  some of these plays now to  be considered were w ritten  
during and even before the  time of the E xpresslon istic  and romantic ones.
Among the e a r l ie s t  p lays th a t Kaiser wrote can be seen elements 
of h is  la te r  E xp resslon istic  dramas. In David und G olia th . 1920, a 
sto ry  of the ou tw itting  of a wealthy and greedy town brewer by an in ­
nocent bank-clerk , the e a s ily  d is tin g u ish ab le  form of the  bank-cashier 
of From Morn to  Midnight can be seen. Both c le rk s  are ready to  give up 
th e ir  secure p o s itio n s  fo r  a mere chance. Neither of them has anything 
but contempt fo r  money, and both of them are longing fo r a b e tte r  l i f e .
In  David und Goliath the c r itic ism  of socie ty  comes through the s a t i r i ­
ca l approach to  the ch a rac te rs , and in  order to show c e r ta in  e v ils  of 
so c ie ty , Kaiser has to  Invent a v i l l l a n  who p resen ts  these weaknesses.
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In  two more of the p lays th a t are  of the more r e a l i s t i c  type, 
Kaiser has used the Doppelg&nger theme of The F ire  In the  Opera House 
and The C oral. These two plays are Zwel Krawatten. 1930, and Zwelmal 
O liver. 1926. The t i t l e s  themselves are  c lues to  the themes. Zwel 
Krawatten shows the  reb e llio n  of one person aga inst the sham and empty 
show of the world. In a socie ty  where d is t in c t io n s  are simply a m atter 
of ex ternal o b jec ts , i t  seems th a t  the exchanges of a black bow t i e  fo r 
a white one w ill change th e  hero from a servant In to  a gentleman. In 
the  end he re tu rn s  to  the knowledge th a t true  happiness Is  possib le  
without r ic h e s .
Zwelmal Oliver is  the s to ry  of a vaudeville ac to r whose ac t con­
s i s t s  of a rap id  change of costume and ch a rac te r. He i s  employed by a 
lady to  Impersonate her lover who had disappeared. He doeB so and f a l l s  
in  love with h er. When the lover re tu rn s , Oliver shoots him. The 
po lice  believe they have a simple case of murder because of Jealousy.
But O liver, since the death of the lover, has considered him self dead. 
B elieving th a t he has come to  Judgment day, he confesses h is  su icide to  
a doctor as  to  God. The s itu a tio n  i s  Improbable, the characte rs  are 
not well developed, and the ten  scenes of the p lay  are  lacking in  u n ity , 
but the p lay i s  e ffe c tiv e  and in te re s tin g  in  th a t i t  shows how Kaiser 
held on to the E xpresslon istic  ideas and techniques a f te r  o thers  had 
abandoned them.
Two of K aiser’s ea rly  p lays were r e a l i s t i c  ones which d e a lt with 
the problems of the  schools. Per F a ll des Schillers Vehgesack. 1914, i s  
a comedy in  which a studen t, Vehgesack, becomes through no planning of 
h is  own an immature Don Juan. He i s  contrasted  with the men a t  the 
head of the school, who are a b lood less, fo o lish , undignified  group.
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The wife of one of the p ro fesso rs  becomes pregnant by Vehgesack, but 
in  the delay caused by the e f fo r t  of the men to  keep the name of the 
school clean and remove Vehgesack from the school on some other charge, 
events take a change fo r the b e tte r  and i t  i s  the professor who is  
dism issed.
In Rektor K le is t . 1918, the hypocrisy th a t i s  apparent in Per 
P a ll des Schillers Vehgesack is  even more strong ly  shown, fo r th i s  i s  a 
more serious p lay . K leist and Kornmuller, two in s tru c to rs , are con­
tra s te d , K le ist rep resen ting  the  cowardly and fa lse  side of human nature 
and Kornmuller the  strong and f in e , although b lun t, s id e . A studen t, 
to rn  between lo y a ltie s  to  the Master, K le is t, and the t ru th  concerning 
an a c t of K le ist done in  h as te , commits su icide ra th e r  than make a 
choice in  the m atter.
Others of K aiser’s p lays are perhaps le ss  s ig n ific a n t as 
th e a tr ic a l  l i t e r a tu r e ,  but are  in te re s tin g  nevertheless in  showing 
h is  experiments w ith .r e a l is t ic  drama. The characters are  drawn in  the 
round fo r the  most p a r t and the p lo ts  resemble those of the old th e a tre . 
There are comedies of character such a s  Per Zentaur, 1916, which laughs 
a t  a tim id man’s In fa tu a tio n  with a servant g i r l ;  comedies of s itu a tio n  
lik e  P ie Sorlna, 1917, which i s  an a ttack  on provincialism , i t s  tyranny, 
i t s  s tu p id ity , i t s  lewdness, i t s  lack of p r in c ip le —in  fa c t i t s  lack of 
c iv i l iz a t io n . P rovincial hypocrisy and ambition are seen in  th e  realm 
of pub lic  o ff ic e  in  Per P residen t, 1927. A lawyer t r i e s  to  win p res tig e  
and la te r  public o ffic e  through the ex p lo ita tio n  of an idea he d ls -
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covered in  the papers of a deceased c l ie n t .  The idea has to  do with 
the  organization  of an in te rn a tio n a l soc ie ty  fo r  th e  supresslon of white 
slavery . His daughter approves of th e  idea but not the motive of her
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fa th e r .  With two th iev es, whom she takes fo r f r ie n d s , she i s  ready to  
run away to  carry  on th e  idea h e rs e lf . At the same time she hopes to  
punish her fa th e r , th a t through h is  su ffe ring  and p riv a tio n  he may be 
ab le to  see the true  l ig h t .  Again there  i s  Per Gelst der A ntlk . 1923, 
whose hero i s  an archeologist concentrating on the build ing of a b e tte r  
mouse trap ; and the p lay fu l comedy, Der mutlge S eefahrer. 1926, tu rn ing  
on the idea th a t l i f e  i s  an i l lu s io n . In a more serious vein the poet 
asks a question of e th ic s  in  Die Versuchung. 1917: Does a woman have
the r ig h t to  have a ch ild  by a man for whom she cares nothing i f  her 
husband i s  unable to  give her one?
Turning to  a more exotic p lay which has a fin e  blend of r e a l i ty  
and im agination, Kaiser draws in  Der P rotagonist a somber p ic tu re . 
Entranced by hiB profession  a s  a pantomlmist, the  P rotagonist has im­
pressions of l i f e  th a t become r e a l i ty  to  him. During one of h is  panto­
mimes he a t  f i r s t  approves of h is  s i s t e r 's  lover only to  tu rn  as the 
scene changes and stab h is  s i s t e r .  Here i s  shown a s itu a tio n  in which 
ideas become the dynamic forces in  l i f e .
Three p lays of a more r e a l i s t i c  nature are  Kolportage. 1924, 
Nebenelnander. 1923, and Noll me tangere , 1922. In  the  f i r s t  Kaiser 
shows a ch ild  of noble b ir th  exchanged fo r a ch ild  of the people brought 
up in  a democracy, then returned to  face the one reared  as an a r i s to ­
c ra t .  Kaiser shows th a t humanity and tru e  n o b ility  are  not the b ir th ­
r ig h t of the p riv ileged  few. He says th a t the New,Humanity w ill ac t 
with tru e  human inqpulses, th a t man's good works are in a la rge degree 
r e s u l t s  of h is  so c ia l condition, and th a t  human nature i s  not e v il from 
b ir th ,  but th a t i t  i s  ruined by poverty and other e x te rn a li t ie s .
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In Kebenelnander he p o rtray s a s a t i r e  on the  lack of concern of 
most people fo r  the welfare of o th e rs . A conscientious pawnbroker d is ­
covers in  a d ress coat a l e t t e r  in d ica tin g  th a t  a J i l te d  lover w ill com­
mit su ic id e . In an e f fo r t  to  stop the su ic ide he p u ts  the coat on so 
th a t  he may be admitted to  a fashionable casino. He is  a rres ted  fo r ap­
p ro p ria tin g  the property  of another, has h is  license revoked and f in a l ly  
i s  driven to  su ic ide him self. In the meantime the separated p a ir  have 
each found new lo v ers . How absurd then , Kaiser says, i s  one’s concern 
fo r  the welfare of o thersl
The only play th a t shows scenes which one might take as au to­
b iographical appear in  the th ird  of the r e a l i s t i c  playB Noll me tangere .
I t  takes p lace in  the common room of a p riso n . The charac te rs  w ith the 
exception of the guards are  known only by numbers. Number 16 i s  im­
prisoned fo r  r id in g  a t r a in  without a t ic k e t ,  which he claim s to  have 
misplaced. When the t ic k e t  is-found he o ffe rs  to  change c lo th ing  with 
Number 15, a poet, who does not know the reason fo r h is  Imprisonment 
(the viewpoint taken by Kaiser when he was in  J a i l ) .  Number 5, however, 
betrays them and then , recognizing in  the face of Number 16 the counte­
nance of C h ris t, hangs him self as a second Judas. Kaiser here i s  
showing sympathy fo r the  victim  of so c ia l in ju s tic e  and making c lea r  
th a t each person is  responsib le in  a world made up of in d iv id u a ls . In  
t h i s  sense Kaiser be lieves th e  Savior i s  able to  take the sins of the 
world on him self.
In another passive hero sim ilar to  Number 16 of Noll me tangere 
Kaiser in  Per S llb e rse e , 1933, shows 011m attem pting to  feed the hungry
mouths of the world and in th a t way to  make a b e tte r  world. He believes
in man’s ob liga tion  to  l iv e .
The theme of the  condemnation of modern c iv i l iz a t io n  th a t  ap­
pears in  From Morn to  Midnight and the Gas tr i lo g y  i s  seen in  an 
American se ttin g  in  the p lay M lss ls s lp l. 1930. I t  takes place in  the 
M ississippi v a lley  above New Orleans, where a community has developed 
a cu lt of fa n ta s t ic  and moral re lig io n . I t  has as i t s  aim the  reform 
of the whole world and the redemption of a l l  mankind. I t  i s  a t  the 
same time a n ti-s o c ia l and d e s tru c tiv e . The h ero ’s death in  the end 
does not mean the  d es tru c tio n  of the c u l t ,  however, fo r h is  d is c ip le s  
have been sent out to  spread the  gospel.
The re la tio n  of Kaiser with P irandello  i s  seen in  several of 
K aiser’s r e a l i s t i c  p lay s. In  these p lays Kaiser d iscusses the  r e a l i ty  
of the world of id eas. In The Phanton Lover (Oktobertag;) . 1928, the 
heroine i s  a n a tiv e , romantic g i r l  who f a l l s  in  love with a so ld ie r who 
i s  q u ite  unconscious of h e r. She follows him to  the opera and to  church, 
and a t n igh t, a f te r  dreaming of him, perm its the butcher boy’s advances. 
Afterward when she says th e  so ld ie r i s  the fa th e r  of the c h ild , he pro­
t e s t s  h is  innocence in  the m atter but i s  f la t te r e d  to  th ink  th a t such a 
lady has dreamed of him as  her lover and o ffe rs  to  marry her. The 
butcher boy, who has reso rted  to  blackm ail, i s  then k ille d  by the g i r l ’ s 
uncle . The Im probab ilities  of the  s itu a tio n  are of l i t t l e  importance 
since the a t te n tio n  i s  focused on the theme, th a t  b e lie f  determines 
r e a l i ty .
A continuation  of the re a l l ty -o f - id e a  theme i s  seen in  Die 
Paplermtlhle, 1927, a t r la n le  p lay  th a t un like several o thers  of 
K aiser’s p lays ends p leasa n tly . Here he shows th e  re la tio n sh ip  between 
a s e lf is h  man and h is  w ife, who has a re a l and sen sitiv e  ap p rec ia tio n  
of human values. The husband cannot see them but the poet recognizes
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them quickly . The la t te r  persuades the husband to  get a divorce so 
th a t the p a ir  matched s p ir i tu a l ly  and mentally as well as physically  
may marry. In another, but le ss  valuable comedy, H ellsehere l, 1929, 
th e  love tr ia n g le  i s  solved by the re co n c ilia tio n  of the wife and 
husband.
The well known plays of K aiser, From Morn to  Midnight. The 
Coral, Gas I., Gas I I . do not provide the English reader with a very 
broad knowledge of K aiser’s scope In w riting  both as  fa r  as s ty le  and 
theme are concerned. Only a s lig h tly  broader view may be had by reading 
a l l  the p lays of Kaiser hereto fore  av a ilab le  in  English: The F ire  In
the Opera House, The Phantom Lover and Juana. The th ree  ad d itio n a l ones 
tra n s la te d  here, Europa. The Woman’s S a c r if ic e , and H e ll.Way.E arth , 
give a p lay based on legend, one of the romantic p lays to  go with the 
one-act Juana. and one more E xpresslon istic  p iece . With these ten  p lays, 
a somewhat broader although fa r  from complete view of Kaiser and h is  
works i s  p o ss ib le .
CHAPTER IV 
THE THEME OF THE NEW MAN
The E xpresslon istic  movement, which grew up so quickly in the 
years ju s t before the F ir s t  World War, came as  a rev o lt against Neo- 
Romanticism, i t s  b lind  optimism, and i t s  cu lt of nature worship. With 
the fee lin g  of c r i s i s  and impending doom developing in Europe during 
the f i r s t  years of the  Twentieth century, some w rite rs  and other a r t i s t s  
began to  th ink  more about the  indiv idual and h is  ro le  in  so c ie ty , h is  
ob liga tions and r e s p o n s ib i l i t ie s ,  as well as h is  p r iv ile g e s . Among the 
h a lf  dozen most important w rite rs  of Expressionism the name of Georg 
Kaiser appears as the ch ief exponent of the movement, not only in number 
of p lays w ritten , but a lso  in th e ir  q u a lity  as e ffe c tiv e  th e a tre  p ieces .
In an overview of K aiser’ s work as well as a look a t  the b r ie f  
notes he has made concerning h is  b e l ie fs , one fin d s  th a t he was in f lu ­
enced by ce rta in  works and au thors. He found in various works of the 
past a s p ir i tu a l  k inship which comes to  lig h t in  h is  own works. To 
th i s  group of influences belong the B ible, Greek l i t e r a tu r e ,  Dante,
Sturm und Drang movement. S trindberg, Wedekind, Hauptmann, and those 
w rite rs  whom Kaiser him self claims as h is  chief ln s p lre rs :  Schopenhauer,
Dostoevsky, N ietzsche, P lato and Holder11n.
From these sources Kaiser took h is  own philosophy. Gorelik says 
th a t  Kaiser liked  to  think of himself as an apostle  of energy and quotes 
him as follow s:
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Energy i s  the d riv ing  force of the world. Without 
energy there  i s  nothing. Sentiment, p ity , romance 
are only the  refuge of the weak, who must inev itab ly  
go down. The unfortunate are hindrances. Go out 
in to  the world and see what men re a l ly  a re . They 
are  b ru ta l, se lf-seek in g , e g o t is t ic a l ,  h e a r tle s s , 
energe tic . I t  i s  only through w ill power th a t in­
ju s tic e  and s tu p id ity  can be done away with.*
Prom th is  quotation one can sense the seriousness of h is  ideas 
and can imagine th a t  there  w ill be more serious p lays from h is  pen than 
comic ones. That pessimism should pervade h is  work i s  not to  be d is ­
missed, but he was a lso  able to  w rite exceedingly e ffec tiv e  comedies.
I t  i s  in these comedies, along with some of the  more op tim istic  of h is  
E xpresslon istic  p lay s, th a t one finds h is  tender, almost romantic love 
fo r humanity, mixed w ith hlB N letsche-like attem pts to  be rough and 
hard -bo iled .
There have been divergent opinions about whether he had a 
philosophy underlying h is  work. Among the c r i t i c s  who were h is  con­
tem poraries, Rleman, von der Leyen, Mahrholz, Bab, and o thers have found 
him lacking in  such a philosophy. On the other hand, in  f in e  appreci­
a tiv e  c r itic ism s , Max Freyhan and Hugo F. Koenigsgarten have found the 
opposite to  be tru e . Fruchter paraphrases th e ir  c r itic ism s  as folloy/s:
. . . w ithin the  apparent d iv e rs ity  Kaiser shows c lea rly  
singleness of purpose, and , . . with ra re  exceptions, 
h is  works po in t to  a d e f in ite  philosophy of l i f e  under­
lying the treatm ent of each theme, no m atter how widely 
separated some of them appear.2
■^Mordecai G orelik, New Theatres fo r  Old (Blnghampton, New York: 
Samuel French, 1947), p . 250.
2Moses Joseph F ruch ter, The Social D ia lec tic  in  Georg K a is e r s 
Dramatic Works (Ph iladelph ia: U niversity  of Pennsylvania P ress, 1933), 
p . 7.
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When K a ise r 's  p r o l i f ic  output of l i te r a tu r e  i s  considered from 
the outward appearance only and without looking ca re fu lly  w ithin the 
p lays themselves, one would be lik e ly  to  th ink  th a t  h is  works did not 
come from a profound philosophy of l i f e .  One would ra th e r  believe th a t 
he must be a man of many themes a l l  r e la te d , perhaps feeb ly , to  a common 
idea or s ty le . A fter a carefu l reading of the p lays av a ilab le  in  English 
of the period from 1915 to  1920, and of av a ilab le  c r itic ism  of them to ­
gether with c r itic ism  of the other p lays s t i l l  u n tran sla ted , i t  seems 
evident th a t the common thread th a t runs throughout h is  works has to  do 
with the in d iv id u a l's  moral re sp o n s ib ility  in so c ie ty , both in  h is  public 
and p riv a te  re la tio n s  with h is  fellow  man. I t  should be noted th a t  other 
of the contemporaries of Kaiser held sim ila r views, T oller being the 
best known. This group of w rite rs , bound by th i s  common idea, were 
ca lled  the A c tiv is ts , since th e ir  philosophy not only posed a question  
but offered what to  them a t le a s t seemed a possib le  and p ro f ita b le  
answer.
I t  was th e  E xpression ists  th a t  drove through the ind iv idual 
to  the soc ia l conscience, and so i t  i s  lo g ica l th a t the most ty p ic a l 
and necessary idea in  th e ir  work would be concerned w ith man's con­
science or the e th ic a l theme. • Fruchter s ta te s  th a t  in K aiser’s a r t ic le  
"Dlchtung und Energie" are  found ce rta in  passages th a t make i t  appear 
th a t Kaiser was preem inently a prophet of P laton ic  p erfec tio n  posing the 
p roposition  th a t  happiness co n s is ts  in  a development of a l l  human 
c h a ra c te r is tic s  and th a t  the root of a l l  so c ia l e v il i s  s o c ie ty 's  un­
w illingness to  fu rth e r  th i s  e f fo r t .  Fruchter quotes Kaiser as follow s:
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'Man,' he says, ' i s  p e rfec t from the beginning. He i s ,  
so to  speak, a f in ish ed  product from th e  very moment of 
h is  b ir th .  The lim ita tio n s  to  which he f in a l ly  succumbs 
are  not p a r t  of h is  inner n a tu re , ' but 'imposed upon him 
from w ithout, a s  a r e s u l t  of the d is to r te d  forms to  which 
h is  d es tin y  i s  su b je c te d . '3
Fruchter continues th a t th is  theory , then cleanses th e  ind iv id ­
u a l of g u il t  in  hiB own destiny  and p u ts  the  re sp o n s ib ility  on the  im­
p e rfec t so c ia l organization th a t fo rces him from h is  p e rfec tio n . He as­
s e r ts  th a t nature endowed him with choice, which causes him to  make 
fa u lty  dec isio n s . The tragedy of the man designed by nature to  liv e  a 
harmonious l i f e  l i e s  in  th e  fa c t th a t  he i s  thrown o ff h is  course.
Since he i s  unable to  find  himself again, he i s  condemned to  slow and 
re le n tle s s  d is in te g ra tio n  of h is  soul, and to  liv in g  without hope fo r  
personal happiness.
From th i s  i t  i s  not d i f f i c u l t  to  understand th a t th e  B illio n ­
a i r e  of The Coral and th e  Cashier of From Morn to  Midnight a re  doomed 
in ev itab ly  from the  beginning. This i s  one of the p r in c ip a l, i f  not 
th e  most im portant, theme of most of K a ise r 's  p lays to  be discussed .
The unequal strugg le of the w orld 's  so c ia l system, which i s  without 
fe e lin g s  fo r humanity and th e  ind iv idual with h is  feeble c r ie s  can r e ­
s u lt  only in d es tru c tio n . There can be no hope fo r re lease  from the 
g rip  of th is  mechanical system except in  death . The only conceivable 
s itu a tio n  in  which the  hero Of a piece could triumph would be in  a 
soc ie ty  which was ready fo r a change, and which was w aiting fo r the 
Messiah to  come to  give i t  th e  message of sa lv a tio n . That s itu a tio n
3Ib ld . . p .  8.
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occurs In only two of th e  eigh t p lays to  be discussed here. They are  
Eurona and H ell. Way.E arth* In both these plays the  s itu a tio n  has be­
come so desperate th a t the so c ia l order I s  doomed u n t i l  the hero r is e s  
to  take over the  re in s  of leadersh ip . As a re s u lt  these two p lays are 
comedies in  the sense th a t they have happy or a t le a s t op tim istic  
endings. The o ther s ix  p lays without exception end with no more than 
a h a lf hope, If  even th a t .  Most find  th e i r  reso lu tio n  in the  death of 
the  person who dared to  place himself In the dangerous p o sitio n  of the 
reformer of soc ie ty .
I f  one I s  to  understand K aiser’s condemnation of h is  so c ie ty , 
one must f i r s t  comprehend th e  system of e th ic s  by which he Judged th a t 
so c ie ty . Fruchter has explained the  b as is  of the system in  a few 
sentences. F i r s t ,  the  p rin c ip le  of the moral ob liga tion  of the  in d i­
vidual l i e s  a t the  foundation of th e  system. This idea begins in the 
very ea rly  p lays and continues to  grow in  importance and c la r i ty  
through a l l  of K aiser’s w ritin g s . I t  reaches i t s  height with the c h il­
dren of the B illio n a ire  In the p lays of the  Gas tr i lo g y  and In the 
character of the  S tro lle r  in  He11.Way.E arth . I f  one c a rr ie s  the  sense 
of moral re sp o n s ib ility  one step fu r th e r , i t  becomes h is  second p r in ­
c ip le , th e  sense of the  g u i l t  of the ind iv idual. Since he belongs to  
the common group, he must accept the g u il t  of a l l .  There i s  no exemp­
tio n  from i t .  These ideas represen t aspects of K a ise r 's
. . . dynamic conception of so c ia l E th ics. I f  socie ty  
i s  a c o lle c tiv e  body composed of in d iv idua ls , the whole 
cannot transcend i t s  u n its  of composition. This i s  one 
of the  strongest te n e ts  of K a ise r 's  moral philosophy.
As in  Greek tragedy, man bears upon h is  shoulders the 
g u il t  in  the commission of which he may have had no 
d e f in ite ly  d ire c t p a r t .  But what in  Greek tragedy was
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the s in  of the  fa th e rs , a f a t a l i s t i c  curse, becomes in 
Kaiser the  sin  of so c ie ty , consequently an outgrowth of 
human fa c to rs  and thus co n tro llab le  by force of reason.
The transcendent divine force of Greek tragedy i s  in  
Kaiser devoid of any theo log ica l or metaphysical con­
no ta tion ; i t  i s  the recognition  of the u n iv e rsa lity  of 
man and of the interdependence of ind iv iduals on the one 
hand, and of the ind iv idual and socie ty  on the o th e r .4
The opposite of K aiser’s p rin c ip le  of p o s itiv e  e th ic s  i s  the 
p rin c ip le  of negative m orality  th a t i s  present in  so c ie ty . Kaiser fe e ls  
th a t  the su ffering  of mankind i s  due to  the lack of a sense of responsi­
b i l i t y  of the ind iv iduals  making up th a t so c ie ty . I t  may be due to  
ignorance, in d iffe ren ce , or even meanness, but i t  remains the  ch ief s in  
of the  day. I t  Is  not recognized as a s in  by soc ie ty ; in  fa c t the 
p rac tice  of i t  i s  approved, fo r society  re fu ses  to  accept the  sin  of 
omission. I t  w ill punish a man fo r an outward crime, but the re  i s  no 
reprimand fo r him i f  he stands by while some other person commits i t .
I f  he does not en ter in to  i t  a c tiv e ly  he w ill be found not g u ilty  by 
so c ie ty . Kaiser believed th a t the onlooker was Just as g u ilty  of crime 
as the person who had planned and executed the deed. Society’s laws 
and e th ic s  a re  based on th e  Hebraic law, but K aiser’s dynamic m orality  
has i t s  foundation in  the C hristian  law of love fo r one 's  neighbor, 
even fo r h is  enemy. The struggle between the two ideas reaches i t s  
u ltim ate  in  H ell.Way.Earth with the  S t ro l le r ’s se r ie s  of scenes with 
various members of so c ie ty . Here i s  one man whose love fo r h is  fellow  
man i s  able to  transcend the  machine-like ind ifference and the  hard­
heartedness of so c ie ty , and in  the end to  win those same rep resen ta tiv es  
to  h is  way of th inking and ac tin g . He has become th e  New Man in  so c ie ty .
4I b ld . .  p .  9 f
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The next question th a t p resen ts I t s e l f  then i s ,  how w ill a man 
who has been motivated by th i s  d e s ire  and f ru s tra te d  by soc ie ty  attem pt 
to  work out a so lu tion  to  h is  problems?
Fruchter says th e re  are  th ree  p o s s ib i l i t ie s :  th e  p rim itive
so lu tio n  which follow s the  urge of in s t in c t ,  th e  romantic so lu tion  in  
escape, and th e  e th ic a l so lu tion  of reform . Europa uses the  p rim itive  
so lu tion  of r e v o lt .  Her ac tio n s  are  motivated by her sexual Impulses. 
The S tro l le r  of H e ll. Way.Earth follows th e  e th ic a l so lu tion  of reform, 
but K aiser’s other heroes take the romantic way of escape. Sy lvette  
of The F ire  in  th e  Opera House, the Countess of The Woman’s S a c r if ic e , 
th e  Cashier of From Morn to  Midnight, the  B illio n a ire  of The C oral. and 
th e  B illio n a ire  Worker of Gas I I  escape through death , and the  B illio n ­
a i r e 's  son of Gas I escapes in to  a dream. There a re  other so lu tio n s a t ­
tempted by almost a l l  of these people. The S tro l le r  t r i e s  rev o lu tio n , 
the  B illio n a ire  t r i e s  a dream, S y lvette  and the Countess t r y  reform as 
do the  B illio n a ire  Worker and h is  fa th e r , the B i l l io n a ir e 's  Son, and the 
Cashier t r i e s  escape in to  a dream which reso lv es I t s e l f  in to  a r e a l i ty  
of adventure and crime.
From a close look a t  the  p ro tag o n is ts  of h is  p lays and th e i r  
c o n f lic ts  i t  becomes evident immediately th a t Kaiser p ic tu re s  the world 
as a b a t t le  ground fo r  two e te rn a lly  f ig h tin g , although unevenly matched 
fo rces , soc ie ty  and the Ind iv idual. I t  i s  a b a t t le  th a t w ill continue 
to  be fought as long as  th e re  are ind iv iduals  who t r y  to  liv e  according 
to  th e  p e rfec tio n  with which nature endowed them, in  a soc ie ty  with a 
negative moral code. That group, whether a re a l one or one rep re ­
sented by an in d iv id u a l, as in  the  case of Monsieur in The F ire  in the
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Opera House and Lavalette in  The Woman’s S a c r if ic e , w ill be most un­
lik e ly  to  be ready fo r a change and w ill the re fo re  be the e te rn a l foe 
of the dynamic ind iv idual. Whether i t  i s  the strugg le  of women mis­
understood by th e i r  husbands or fa th e rs , or whether i t  i s  a person in  
c o n f lic t with the machine age of the p resen t day c iv i l iz a t io n , i t  is  
the same strugg le  between the rep resen ta tiv es  of soc ie ty  and the in d i­
v id u a l. The ind iv idual i s  powerless when faced by an angry so c ia l 
order f ig h tin g  fo r i t s  very ex istence.
K a ise r 's  plays teem with examples of charac te rs  represen ting  
th e  New Humanity. Europa and the Cashier of From Morn to  Midnight 
rep resen t a personal problem; the p ro tagon ist may be ca rried  along in 
a dream as  i s  f in a l ly  the case in  Europa and i s  seen from the beginning 
of The Coral, Gas I., .Gas I I . and Hell .Way.E arth ; or the theme may be 
presented in  the form of love fo r an ind iv idua l, as in  The Woman's  
S ac rif ic e  and The F ire  in the Opera House.
Kaiser him self said of the  New Man,
"Man rep resen ts  the  most in tensive  form of energy . . . 
[Humanity must] regard  i t s e l f  as  a s ta te  of tra n s i t io n  
between the  mankind th a t i s  and the mankind th a t  i s  to  
come. . . . Man i s  p e rfec t from th e  beginning. He i s ,  
so to  speak, a f in ish e d  product from the very moment of 
h is  b ir th .  The lim ita tio n s  to  which he u ltim a te ly  suc­
cumbs are not a p a r t  of h is  inner natu re . These lim ita ­
tio n s  and in h ib itio n s  a re  imposed on him from w ithout, 
as  a r e s u l t  of the d is to r te d  forms to  which h is  destiny  
i s  subjected. . . . Energy i s  the e te rn a l m iracle in  man, 
and th i s  m iracle has been converted in to  the blood out of 
which he c rea te s , c rea tin g  even h im self. He draws e te rn ity  
in to  th e  p resen t, and le t s  the p resen t open upon e te rn i ty ." 5
5Willlam A. Drake, Contemporary Buropean W riters (New York: 
John Day Co., 1928), p . 94 f .
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Kaiser begins by saying th a t man i s  p e r fe c t , th a t he becomes 
imperfect through ex ternal fo rces , but th a t because of the energy w ithin 
him he w ill s tr iv e  toward the p erfec tio n  th a t i s  in  him in h eren tly .
Kaiser be liev es th a t p erfec tio n  can and w ill be rea lized  through the 
love of th e  man fo r humanity.
I t  i s  love fo r humanity th a t becomes the  strongest d rive in  the 
existence of the New Man. I t  i s  th is  love th a t sends the S tro l le r  in 
H ell.Way.Barth on h is  f ru s tra t in g  mission to  save the l i f e  of a person 
hardly  known to  him. In Europa. The Woman1s S acrifice  and The F ire  in  
the Opera House th e  love is  more personal and perhaps s e lf is h ;  in the 
plays of the Gas tr i lo g y  and He11.Way.Barth i t  has a broader meaning, 
but i t  comes to  nothing except in  the  la s t  p lay , where th e  S tro l le r  
leads the  way in to  a new world th a t  in  the l ig h t of the com plications 
of socie ty  seems ra th e r  too simple fo r b e l ie f .
A fter man has love fo r humanity, th e  next step  th a t he w ill 
take i s  to  r e a l iz e  the needs of h is  fellow  man. That re a l iz a tio n  can 
come when soc ie ty  fo rces the issue with an In te rru p tio n  in  the ro u tin e  
of th in g s . Man then re a l iz e s  fo r  the f i r s t  time th a t  there  i s  a con­
tr a ry  fee lin g  between him self and so c ie ty . His next step in  follow ing 
h is  love fo r  humanity w ill be h is  consciousness of the problem of the 
welfare of the  ind iv idual aga inst whom the crime has been committed, and, 
of course, h is  task  of reform w ill then begin. The hero then i s  the 
v esse l of th e  so c ia l reform as i s  seen most c le a r ly  in  H ell.Way.B arth .
CHAPTER V
THE EIGHT PLAYS IN ENGLISH
In order to  understand the development of the  theory of the 
New Man In K a ise r 's  mind and to  look a t  I t  from K aise r 's  own several 
viewpoints I t  Is  necessary to  consider each play sep ara te ly . In  th is  
way, the re la t io n  of each play  to  the whole e igh t may be seen. I t  
again Is necessary to  s ta te  th a t the  p lays w ill not be taken In s t r i c t  
chronological order, but as they are In te rn a lly  re la te d . Also I t  should 
be kept In mind th a t the re  are other p lays w ithin the period 1915 to  
1920 th a t  are not here under d iscussion . A to ta l  of eighteen p lays by 
Kaiser were published during these  s ix  years, but only eigh t w ill be 
Included In th i s  an a ly sis  of the New Man In so c ie ty  and of h is  love fo r 
humanity.
The e a r l ie s t  of th i s  s e r ie s  I s  Europa. 1915. In th i s  comedy, 
which Samuel and Thomas s ta te  " . . . I s  the  most Ingenious and w itty  
comedy of Expressionism . . . nl the New Man Is  represented  by Europa, 
who In s tin c tiv e ly  re v o lts  aga in st the society  represen ted  by her fa th e r 
and th e  Men of th e  country. Europa and the Maidens who’ follow  her 
refuse  to  have anything to  do with the effem inate Men who have, In an 
attem pt to  p lease th e  women, made the mistake of try in g  to  be lik e  
them by d iscard ing  th e i r  manly q u a l i t ie s .  King Agenor believes th a t
t
^Richard Samuel and R. Hinton Thomas, Expressionism In German 
L ife . L ite ra tu re  and the Theatre (Cambridge: W. Heffer & Sons L td ., 
1939), p . 59.
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i t  i s  th e  man q u a lity  in  men th a t women d is l ik e ,  and in  h is  attem pt 
to  make lig h t lovers of the  Men, he has succeeded in making no lovers
of them a t a l l .  The Men, in  an e f fo r t  to  p lease  the King, spend a l l
th e i r  time try in g  to  r id  themselves of th e i r  manness. Their la s t  pro­
je c t i s  to  remove a l l  clumsiness from th e ir  walk. Everywhere they go 
they  dance, since the women lik e  to  dance. A contest i s  arranged and 
the  l ig h te s t dancer w ill have th e  daughter of the King fo r h is  b r id e .
The en try  of Zeus in to  the contest causes the Men to  bow ou t.
They do not know who he i s ,  but he i s  so g racefu l no one f e e ls  worthy
to  compete with him. He seems to  have won the  contest by f o r f e i t ,  but 
he must dance to  win. His dance i s  so lig h t and c loud-like  th a t Europa 
i s  unable to  r e s tr a in  her laugh ter. The Maidens with Europa ru in  the 
f e s t i v i t i e s  with th e ir  p ea ls  of laugh ter, and Zeus f l i e s  away on a 
cloud, leaving th e  women holding th e ir  sides and the  Men with open 
mouths. Europa, a s  a rep resen ta tiv e  of the  New Humanity, wants nothing 
so cu ltu red  and re fin ed  as th a t which would be in  opposition to  nature , 
fo r  the  n a tu ra l way i s  the p e rfec t way, and men a re  not by nature grace­
fu l  in  a l l  th e i r  ac tio n s and manners. Because of the barrenness of l i f e  
Europa re b e ls  and fo rtu n a te ly  i s  able to  take the  Maidens w ith h er. She 
has won h a lf  the population a lready .
Zeus, in  an attem pt to  revenge him self on Europa, assumes the 
form of a g rea t, shaggy, long-horned b u ll and prepares to  f r ig h te n  her 
and th e  Maidens in  re tu rn  fo r  th e ir  laugh ter. Europa, however, i s  taken 
by the m asculin ity  of the  B ull, and although the other Maidens run away, 
she s tay s with him, te l l in g  him of the dance and of h is  own fo o lish n ess . 
She loses h e rse lf  in  her s to ry  to  him, and i s  taken away while ly ing  on 
h is  back. She recovers h e rse lf  quickly enough to  demand th a t he put her
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down, but I t  is  doubtful th a t she would have been happy to  be released  
ra th e r than kidnapped. Europa has allowed h e rse lf  to  be abducted by 
the  n a tu ra l c rea tu re . She t e l l s  him, ’’You are  so re a l! "
Once having known a man, Europa can never be s a tis f ie d  with 
le s s , and so i t  i s  a fo rtu n a te  th ing  fo r a l l  concerned th a t  Strange 
Warriors come from King Cadmus to  her f a th e r ’s kingdom. Europa sm ells 
them before she sees them. She recognizes the  strong animal sm ell, and 
when the Warriors say they have come fo r wives, Europa asks whether the 
Warriors or th e  Maidens choose. Her w illingness to  follow  the v i r i l e  
Warriors convinces the Maidens th a t they should t r y  th a t  which Europa 
has found so p leasan t. In another movement the Maidens and w arriors 
are  p a ired . This c le a rs  the way fo r the b ir th  of more New Men, but the 
Men are  s t i r r e d  in to  ac tio n  by the  King. They a s se rt themselves with 
the working Maids of the palace, and in  the  f i r s t  aggressive ac tio n  of 
th e i r  liv e s  they find  reward. The Maids a t  f i r s t  seem to  stru g g le , but 
th e i r  p ro te s ts  grow weaker and Agenor prophesies th a t two new races w ill 
be born, th a t  they w ill f i l l  th e ir  respec tive  coun tries and w ill meet 
again in  co n te s t.
Obviously Kaiser i s  not Just r e te l l in g  the s to ry  of Europa and 
th e  B u ll. The p lay  i s  a burlesque on the so c ie ty  th a t  i s  so re fin ed  
th a t  th e re  i s  nothing n a tu ra l in  i t .  He r id ic u le s  the c u lt of the  
modern dance, and g lo r i f ie s ,  in  a manner a t le a s t ,  the Nletzschean con­
cept of the superman. The s p i r i t  of th e  e n tire  p lay  i s  one of l ig h t­
heartedness, as Hermes mocks Zeus with h is  w it, as  Europa shames him to  
h is  face , and as King Agenor i s  thwarted by Europa in  h is  attem pt to  
keep her from the  eyes of the W arriors. With the dancing, the p o e tic  
language, and the romantic s e ttin g s , th e  play  takes on a musical comedy
46
q u a lity , and in  production would c e r ta in ly  be an en te rta in in g  and 
amusing p lay .
Europa1s problem i s  a personal one, but her decisions become 
the decisions of the group, and the r e s u lt  i s  the reform of the to ta l  
soc ie ty . Her motive might be taken as s e lf is h , but she did not h e s ita te  
to  urge her fellow  Maidens to  follow her in a search fo r husbands to  
give them th e  ch ild ren  who would be th e  New Humanity. Europa's personal 
problem became th e  b as is  of the re v o lt th a t in  i t s  conclusion affec ted  
the e n tire  so c ie ty . Here i s  an example of a socie ty  ready to  be reformed 
and only w aiting fo r the way to be shown by someone brave enough to  make 
the  e f f o r t .  Europa in  her c u ltu re - re s is t in g  ac tio n s , was ab le to  d e liv e r 
h e rse lf  and her people from d e te r io ra tio n . The s p i r i t  of the e n tire  
p lay i s  expressed in  the  f in a l  scene of the la s t  ac t by King Agenor when 
th e  tru th  f in a l ly  dawns upon him and he says, ” . . .  echtes Leben 1st 
s ta rk es  Leben—und das st& rkste 1st das b e s te ."  (" . . . re a l l i f e  i s  
strong l i f e —and the strongest i s  the b e s t." )
Several years la te r  Kaiser wrote another p lay about a woman 
with a personal problem, but th i s  p lay i s  a tragedy. The Woman' b S acri­
f i c e . 1918, concerns the  Countess L avale tte , the love she had fo r her 
husband and the s a c r if ic e  she made fo r him because of her love. The 
play  takes place on the day of Napoleon's a r r iv a l  in  P aris  a f te r  h is  
escape from Elba. In order to  help her husband escape from a ro y a lis t  
p rison , the Countess had exchanged c lo th ing  with him, sent him from the 
p rison  and remained in  h is  c e ll  in  h is  s tead . The guards had discovered 
immediately th a t  th e re  had been an exchange in  the p riso n ers  and had 
taken advantage of th e  Countess. In order to  keep her husband from being
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recaptured, the  Countess submitted to  the In s u lts .  At la s t  the Gen­
darmes grew t i r e d  of her and allowed her to  escape. They followed 
her so th a t her husband might be recaptured . The f i r s t  ac t shows him 
w aiting fo r her a r r iv a l  and graciously  accepting h er. In the second 
a c t she t e l l s  him of her experiences with the guards. At f i r s t  he i s  
shocked, then he fin d s  her rev o ltin g  to  him, and he repu lses her. In 
the  la s t  ac t the Gendarmes en ter to  recapture him, but the  Countess 1b 
able to  deceive them a second time by p u ttin g  on her husband's c lo th ing , 
and the  Gendarmes shoot her instead  of him as  they r e t r e a t .  Word comes 
th a t  the Emperor has re tu rned , but the Count re a l iz e s  the love the 
Countess had fo r him and can fin d  no consolation in  Napoleon's re tu rn  
from Elba.
The Countess rep resen ts  the New Humanity, and the Count rep re ­
sen ts so c ie ty . Through her all-encom passing love she i s  able to  make 
the  complete s a c r if ic e  fo r  him. When she t e l l s  him of the  guards 
coming to  her c e l l ,  the Count asks her whether they came every n igh t.
She answers th a t  i t  was an e te rn a l night in  the p riso n . He mistakes 
her motives and accuses her of enjoying the v i s i t s  of the men, of even 
encouraging them.
The audience would undoubtedly be in  sympathy with the Countess, 
but i t  would be a ra re  society  Indeed th a t  would be w illin g  to  forgive 
the  CounteBs and accept her a s  i f  nothing had happened. Both men and 
women in  the audience would favor the Countess, but in  r e a l i ty  few women 
would be w illin g  to  associa te  with h er, and almost no man would take a 
woman who had experienced what the Countess had and be w illin g  to  make 
her h is  wife again and want her fo r  the mother of h is  ch ild ren . The 
Count, as w ell-as the Countess, i s  in  a very d i f f i c u l t  p o s itio n .
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The Countess, a tru e  rep resen ta tiv e  of the  New Humanity, I s  
able to  fo rg ive th e  Count h is  thoughtlessness, h is  rudeness, h is  vul­
g a r ity , h is  contempt, In fa c t a l l  h is  s in s  aga inst her, end again sac­
r i f i c e  h e rse lf  fo r  him. This the second tim e, she gives her l i f e .  The 
Count re tu rn s  to  the room ju s t a s  the Gendarmes make th e i r  ex it and 
f in d s  th e  Countess dying. At la s t  he recognizes her love and sa c r if ic e  
fo r  him, but I t  Is  too l a te ,  fo r I t  Is only through her death th a t he 
can re a l ly  fe e l th a t she has been cleansed of her I n f id e l i ty .  To the 
Countess h is  forgiveness of her Is  more inportan t than her l i f e  and she 
can say, "You muBt liv e —loved—beyond death—loved!"
The r e a l i ty  of the  s itu a tio n  f in a l ly  dawns upon the Count, so 
th a t  the  fo rtu n a te  p o l i t i c a l  developments In the re lease  of Napoleon 
and h is  re tu rn  from Elba mean nothing to  him. In  the presence of the 
death of th e  Countess, everything e lse  Is  of no Importance. He I s  able 
only to  rep ly  to  the good news, "Der Kaiser?" Not even the Emperor can 
m atter any more to  Count L avale tte .
A year la te r  Kaiser wrote The F ire  In the  Opera House, 1919, 
another p lay  dealing  with the theme of a w ife’s in f id e l i ty ,  This time 
I t  i s  th e  man who is  the  rep resen ta tiv e  of the  New Humanity. The g en tle ­
man Is  a middle-aged man who has been a play-boy but has sought a new 
l i f e  with an innocent young woman, only to  have soc ie ty  spo il her love­
lin e s s  fo r  him. Her r e a l iz a tio n  of the  fa c t leads her to  su ic id e . 
Chandler2 has compared th i s  p lay with The Woman’s S a c r if ic e , with the 
more favorable comment going to  the l a t t e r .  The Woman’s S ac rif ice  may
2Frank W. Chandler, Modern Continental Playwrights (New York: 
Harper B rothers, 1931), p . 412.
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w ell be a fu lle r-bod ied  p lay than The F ire  In the  Opera House, from the
standpoint of ch a rac te riza tio n , m otivation, p lo t development, e t  ce te ra ;
but I t  Is  not nearly  so th e a tr ic a l  and ex c itin g  a p lay In the th e a tre ,
nor Is  I t s  theme superio r. As Drake says of The F ire  In the  Opera House.
th is  ". . . somber and melodramatic ta le  of a weary man of the  world who
3seeks a new l i f e  in  th e  bosom of innocence . . . "  I s  f i l l e d  with th e a t-
t
r ic a l  e ffec tiveness from beginning to  end.
The gentleman has, a f te r  a l i f e  of worldly p leasu re , married a 
young innocent g i r l  from an orphan1s home. She en te rs  in to  h is  home a 
crea tu re  of p u r ity  and l ig h t .  To her husband she rep resen ts  a l l  th a t 
he has not been, and as  a r e s u l t  of her p u r ity  he changes h is  decadent 
l i f e ,  but he learns in the course of the  f i r s t  ac t th a t she has fa lle n  
a s  he has r is e n . An usher en ters  h is  home to  rep o rt th a t in  the  f i r e  
in  the P a ris  opera house only h is  wife has escaped. He had presumed 
her to  be asleep u p s ta ir s ,  but with the news of her sa fe ty  he d iscovers 
her a f f a i r  w ith the s ta r  of the opera. The husband re fu ses  to  recognize 
her when she too re tu rn s  to  t e l l  him of her sa fe ty ; in stead  he goes to  
the s t i l l  raging f i r e  and re tu rn s  with a body which he says i s  th a t of 
h is  w ife. In r e a l i ty  i t  i s  the body of the King’s M istress, id e n t i f i ­
ab le by a r in g  which she wears. He prepares fo r  her fu n e ra l, c a llin g  
in  grave d iggers and the p r ie s t ,  and prepares to  bury the body in  h is  
garden. A ll the  while h is  wife and the lover, who has come in , are 
try in g  to  reason with him. At l a s t ,  in desperation , the  wife removes 
the r in g  from th e  hand of th e  K ing's M istress, p laces i t  on her
3Willlam A. Drake, Contemporary European W riters (New York: 
John Day Co., 1928), p . 92.
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own hand and goes back in to  the  f i r e  to  d ie  and be found by an old man 
who then claim s the reward fo r the discovery of the K ing's M istress.
Ju st a s  Sylvette had become a symbol of p u r ity , t r u th ,  f a i th ,  
even p erfec tio n  to  her husband, with the discovery of her in f id e l i ty  
she became dead to  him. Her complete id e n tity  ceased to  be fo r her hus­
band, and he was ab le to  find  p u rity  only in  the  body of a woman cleansed
of her s in s  by the f i r e .  In order to  become th a t  woman, Sylvette was
w illing  to  go back in  the  conflagra tion  and d ie  there  as the M istress
of the King. In  th i s  way the  tra n s fe r  of In d iv id u a lity  i s  completed.
The body of th e  M istress’i s  now Sylvette and S y lv e tte ’s body has become 
th a t of the  M istress. With the  change of bodies id e n tif ied  by the r in g  
there has also  come in to  the mind of the husband a complete tra n s fe r  of 
the s in s  of S y lvette  to  the M istress. His love fo r the  pure, lovely 
g i r l  continues to  be as id ea l as i t  had been on the day when he brought 
her from the orphanage to  h is  home. He has found refuge from the d is ­
appointment of accepting the tru th  and has been able to  escape in to  an 
i l lu s io n  which has become r e a l i ty .  With h is  escape in to  a dream, h is  
continuation  of l i f e  and love fo r h is  now dead wife i s  p o ssib le .
Through the  exchange of the rin g  with the p ecu lia rly  cut stone 
one p e rso n a lity  i s ,  as I t  were, exchanged with ano ther. This Idea th a t 
the exchange of a tr in k e t  i s  able to  change a p erso n a lity  occurs in 
o th e rs  of K a ise r 's  p lay s. Among these the most famous i s  The C oral, 
which w ill be considered la te r .  Another in te re s tin g  b i t  of symbolism 
in  The F ire  in  the Opera House i s  S y lv e tte ’s becoming a symbol. To her 
husband she symbolizes the p u r ity  he had never known, but which he was 
unw illing to  p a r t with once he had experienced i t .  He was able to  l e t
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her k i l l  h e rse lf  fo r the p ro tec tion  of h is  Ideal love fo r her p u r ity .
An Important symbol In the techn ica l e ffe c ts  of a production of the 
piece would be the f i r e  which rages from the  middle of the f i r s t  act 
throughout the  p lay . I t  I s  v is ib le  through the windows In the rea r  of 
the s e tt in g . With the discovery of the f i r e  comes the news of S y lv e tte ’s 
I n f id e l i ty ,  and during the gentleman’s struggle fo r the possession of 
h is  id ea l love the  f i r e  continues. I t  only dim inishes In the f in a l  act 
when word comes of the discovery of the body which i s  supposed to  be 
th a t of the K ing's M istress since the Iden tify in g  token i s  found on her 
hand.
The F ire  In the Opera House and The Woman1s S acrifice  a re  sim ilar 
in  th e ir  m otivation of ac tio n , but whereas in f id e l i ty  I s  not condemned 
by the playwright in  The Woman’s S ac rif ice , he makes no excuses fo r 
S y lvette , who w illin g ly  and with f u l l  knowledge of the  e v e n tu a litie s  
took the opera s ta r  a s  her lover. Another s im ila r ity  between the two 
p lays l i e s  In the  f a c t  th a t most of the ac tion  Is  reported and r e la t iv e ly  
l i t t l e  I s  seen by the audience. However, the  ac tion  re la te d  and seen 
In The Woman’s S acrifice  i s  much le s s  exc iting  and moving than th a t of 
The F ire  In the Opera House.
In The F ire  In the Opera House the struggle of the gentleman 
fo r  h is  dream was a personal problem and Involved a c o n f lic t aga inst 
soc ie ty  as  represented  by the audience a t  the opera. In From Morn to  
Midnight the  struggle again i s  a personal one involving an escape Into 
a dream. Here however the pro tagon ist i s  not f ig h tin g  fo r  h is  love in 
a decadent world, but i s  f ig h tin g  fo r h is  own personal happiness In a 
world of machines.
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In From Morn to  Midnight. 1916, Kaiser ex p lo its  the  Idea th a t 
man Is  made Into an automaton by the m achine-like ro u tin e  th a t  encompas­
ses him; sp e c if ic a lly  Kaiser p resen ts  the sto ry  of a bank c lerk  who on 
an Impulse embezzles 60,000 marks and runs through the course of a day 
from mid-morning to  mid-night In search of personal happiness. The 
Cashier i s  a man who has been condemned to  a l i f e  of changelesB rou tine  
In a small bank. His secre t longings fo r  a b e tte r  l i f e  have never been 
s t i r r e d  in to  ac tio n  u n t i l  a waft of perfume and a Jeweled hand cause 
him to-throw  up h is  secu rity  and t r y  to  escape Into a dream. He pur­
sues the woman w ith the perfume and Jewels to  her h o te l only to  find  
th a t  she i s  not the  kind of woman he had thought but ra th e r  i s  the mother 
of a grown son, who is  accompanying h er. He suddenly re a l iz e s  h is  crime 
of the  th e f t  of the money, and re a l iz e s  th a t he w ill be hunted by the 
p o lice  and th a t  only disgrace can come to  him. He has not followed 
reason in  h is  ac tio n s thus f a r  on th i s  the la s t  day of h is  l i f e ,  and 
he continues to  go b lin d ly  from place to  p lace in h is  search fo r happi­
ness. He crosses a f ie ld  of snow in  which a tre e  tu rn s  in to  a skeleton 
before h is  eyes; he goes home, where h is  fam ily i s  w aiting fo r him to  
come to  lunch. He leaves before ea tin g , and the shock of the break in 
ro u tin e  k lll .s  h is  mother.
During the afternoon he spends money a t  a b icycle race and in 
a re s tau ran t but f in d s  nothing worth having. F in a lly  he goes with a 
Salvation  Army la s s  to  a te stim o n ia l se rv ice , and there  under the  emotion 
of the s itu a tio n  and with the  o thers who are  confessing th e ir  s in s  and 
g iving th e i r  testim on ies he succumbs to  the p lea  of the Captain who is  
g iving the in v ita tio n . He confesses h is  crime, i s  betrayed in  Judas- 
l ik e  fashion  by the g i r l  fo r  th e  reward, and he shoots h im self. As he
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does so he f a l l s  back against the cross on the platform  and h is  gasp 
and sigh as he d ies sounds lik e  "Ecce homo.” The l ig h ts  go ou t, and 
the  skeleton reappears In the  wiring of the lig h tin g  equipment. Other 
m otifs reappear In the Salvation Army scene. Each scene from the  snow 
f ie ld  to  the end Is  brought In to  the la s t  scene by one of the sinners 
In h is  confession or testim ony. I t  is  th is  po in ting  a t  him by a l l  the 
people p resen t th a t  causes the C ash ie r's  break and confession. Since 
he Is  a h ighly emotional person and one who follows h is  itqpulses, i t  Is  
not su rp ris in g  to  see him confess and believe th a t  the o thers in  the 
h a l l  would understand h is  ac tio n  and accept him as one of them. He 
t e l l s  the  crowd In  h is  confession th a t  money i s  w orthless, and he ex­
cepts them to  believe him. He throws the money to  the f lo o r  th inking 
they w ill trample on i t .  Of course they do not. They may have believed 
him a s  long as  he was Just ta lk in g  about the  ev il of money, but when he 
throws I t  away, they are as greedy fo r I t  as  I f  he had never spoken.
They sweep i t  up and run, leaving him alon9 with the Salvation Army g i r l ,  
who opens the  door fo r  the Policeman.
In h is  personal search fo r happiness the  Cashier took the way 
of the dream which led  him in to  crime and adventure, but the  entangle­
ments could only r e s u lt  In death . There could be no other a lte rn a tiv e  
fo r  him. From the  moment of h is  decision  to  take the money h is  fa te  was 
sealed . The outcome was In ev itab le .
This savage s a t i r e  on the money lu s t  of th e  world and I t s  lack 
of c lea r th ink ing  In making money the  common denominator of a l l  soc ie ty  
i s  probably the best In modern l i t e r a tu r e .4 I t  has been p raised  by a l l
^ r a k e , p . 92.
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the  c r i t i c s .  The follow ing are  ty p ica l comments: ”His From Morn to
Midnight . . .  i s  a moving drama of the f u t i l i t y  of modern c iv i l iz a ­
t io n ." 5
From Morn to  Midnight i s  a b iza rre  piece th a t breaks fa r  
too many dramaturgic id o ls  fo r popu larity  here and now, 
yet i t  is  unquestionably f i l l e d  with a very in tense 
sens9 of the deep emotional background against which 
l i f e  passes. Kaiser has succeeded in  g e ttin g  past the 
surface of r e a l i ty .  He has penetrated  the basic stratum  
of man's psyche.
The play i s  one of the best of i t s  kind in  i t s  s im p lic ity  
and u n iv e rsa lity . I t  exem plifies K a ise r 's  d is t ru s t  of 
money and h is  tendency to  suggest, contrary  to  the wont 
of most ex p ress io n is ts , a psychological tru th , namely 
Just what may happen when the soul b u il t  up and f o r t i ­
f ie d  by ro u tin e  i s  suddenly deprived of such support.
We th ink  th a t we would re jo ic e  to  escape the round of 
d u tie s  which holds us in our p lace . Yet to  do so would 
be to  d is in te g ra te .7
This p lay in  i t s  theme and i t s  s tru c tu re  foreshadows the works
th a t a re  to  come la te r  in  K a ise r 's  ca reer. Here one can see the roo ts
of the dramas of K a ise r 's  socia l p ro te s t and the more serious problems 
th a t they r a is e .  Here man is  awakening to  the re a liz a tio n  of h is  
f ru s tra t io n  in  h is  socie ty  and h is  d es ire  to  b e tte r  the world in which 
he l iv e s . Although the  C ash ie r 's  problem was a personal one, i t  i s  not 
d i f f i c u l t  to  see th a t the dream of a b e tte r  socie ty  can grow to  include
a l l  of mankind. That Kaiser chose th a t  theme is  not su rp ris in g . I t  is
the lo g ica l step in  th e  development of h is  la rger theme.
5George Freedley and John A. Reeves, A H istory of the Theatre
(New York: Crown P ub lishers, 1941), p . 523.
^Kenneth Macgowan, The Theatre of Tomorrow (New York: Bonl and 
L iveright Pub lishers, 1921), p . 261.
^C handler, p . 417.
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The Idealism  of the  Cashier i s  ca rried  over in to  the character 
of the B i l l io n a ir e 's  Son in  The C oral. 1917, the f i r s t  play of the Gas 
tr i lo g y . Again th is  p lay i s  an a s sau lt on w ealth, but the emphasis 
th i s  time seems to  be on the one attacked ra th e r  than the  one a ttack in g . 
The most in te re s tin g  person in the p lay i s  the B illio n a ire , the rep re ­
sen ta tiv e  of the old soc ie ty , ra th e r  than the B il l io n a ire ’s Son, the New 
Man. I t  i s  the fa te  of the B illio n a ire  in which the audience i s  in te r ­
es ted . He i s  a fa sc in a tin g  man.
The e n tire  tr i lo g y  i s  connected through i t s  theme and i t s  
ch a rac te rs . The play  discusses the problems of a c a p i ta l i s t ic  socie ty  
and s a t i r iz e s  the in sig n ifican ce  of the c iv i l iz a t io n  as well as itB  
ro b o t-lik e  people, who are unable to  be f re e  and Ind iv idual. The B il­
l io n a ir e ’s Son of The Coral is  the p rin c ip a l character of Gas I .  end the 
l a t t e r ’s grandson, the B illio n a ire  Worker, i s  the p ro tagon ist of Gas I I . 
The tr i lo g y  runs, then , through four generations.
In The Coral the B illio n a ire  who grew up from the d ir e s t  poverty 
to  become th e  owner of a tremendous c a p i ta l i s t ic  o rganization  has accumu­
la ted  a l l  h is  wealth in  order to  keep h is  Son and Daughter from ever 
having to  experience the unhappiness th a t he had known. He has a horror 
of poverty, and to  give l ip  serv ice to  an e f fo r t  to  help a l le v ia te  the 
conditions of those le ss  fo rtu n a te  than he, the B illio n a ire  has in s t i ­
tu ted  what he c a l ls  h is  ’’open Thursdays.” On one day each week the poor 
a re  allowed to  come to  h is  o ffice  and make req u es ts , but the B illio n a ire  
does not receive them. His fe a r  of poverty i s  so g reat th a t he does 
not asso c ia te  with the poor even in  h is  own o ff ic e . He has ra th e r  a 
Secretary , h is  double in  every re sp e c t, who answers the  requests  of the
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ones who come fo r favors. Only two Guards know of the  Secretary and 
of the  mark th a t  d is tin g u ish es  the two. On the watch chain of the 
Secretary  the re  I s  a small piece of co ra l.
In the course of the  p lay  the Son and Daughter both d esert 
th e ir  fa th e r  and tu rn  to  the people who need them in  f ig h tin g  a b a t t le  
against the B illio n a ire . In  the face of the lo ss  of h is  ch ild ren  and 
h is  despair over h is  own unhappy childhood, he shoots the Secretary 
with a gun h is  Son had l e f t  fo r him to  commit suicide w ith, pu ts the 
coral on h is  own watch chain and becomes the Secretary w ith the happy 
p a s t. He knows th a t h is  fu tu re  cannot be a happy one, and therefo re  a 
happy past i s  the next best th ing  he can possess. He i s  a rre s ted  as 
the  Secretary , but in s i s ts  th a t  he i s  the B illio n a ire . The Guards t e l l  
the secre t of the  co ral and s ta te  th a t i t  was found on him as he a t ­
tempted to  escape a f te r  having f ire d  the gun. The judges are unable to  
prove Just who he i s  u n t i l  one of them h i t s  upon the idea of facing  the 
B illio n a ire  with the S ecre tary ’s p a s t. I f  he recognizes i t  then they 
w ill know th a t  he i s  th e  S ecretary . As they t e l l  him inc iden ts from 
the childhood of the Secretary , the  B illio n a ire  sm iles and accepts them 
as  h is  own, so th a t in the end the Judges get a signed statement from 
him th a t  he i s  the  S ecretary . In  the f in a l  ac t Just before h is  death 
h is  Son comes back to  see him, and t e l l s  him th a t  he w ill accept him 
as  h is  f a th e r ,  but the B illio n a ire  says he w ill do i t  only i f  the Son 
w ill do h is  f a th e r 's  wish and follow h is  way of l i f e .  The Son in  un­
w illin g  to  do th a t ,  but through the conversation knows th a t i t  i s  h is  
fa th e r  he i s  ta lk in g  to  and not the Secretary . The Son then leaves him 
to  h is  death .
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The conscience of the B illio n a ire  i s  symbolized by a Man in  
Grey who comes in to  two scenes. In th e  f i r s t  a c t the Man in  Grey comes 
to  th e  "open Thursday" to  t r y  to  get the  B illio n a ire  to  renounce h is  
w ealth. He refuses to  do i t ,  fo r he says th a t he uses h is  wealth to  
keep away the memory of h is  unhappy youth. In the  la s t  ac t the Man in  
Grey denounces him because he has sa c rif ic ed  everything he has, even h is
t
l i f e ,  fo r  ease.
In considering K aiser’s ideas of the  reform of soc ie ty  one might 
expect h is  p lay  to  show the te r r ib le  s itu a tio n s  in  which the poor e x is t ,  
but as  Fruchter p o in ts  ou t,
. . . t h i s  drama i s  not a tragedy of the  working c la sse s , 
but ra th e r  the tragedy of th a t  nameless and nevertheless 
somehow r e a l i s t i c  ch a rac te r, the M illiona ire  [ s i c ] . In 
try in g  to  escape the haunting fe a r  of poverty, he had de­
veloped a fa c u lty  fo r  acquiring  m illio n s, but in  step 
with the  growth of h is  fortune grew the inner d is to r t io n  
from which the re  was Just one escape—one form of f l ig h t— 
in to  the quietude of non-existence. The pessimism and 
res ig n a tio n  of th i s  romantic f ig u re  i s  expressed in  h is  
la s t  speech . . .
Winifred Katzln has tra n s la te d  the la s t  speech:
What would be b est?  Never to  come out in to  the storm 
th a t  d riv es  toward th e  shore and drags us in  i t s  wake.
There turm oil ro a rs  and drags us in to  the frenzy of 
l i f e .  We are  a l l  driven o n . . .a s  we are a l l  driven out 
of our parad ise of q u i e t . . . .B its  broken o ff the dim 
coral-tree ...w ounded  from the  f i r s t  day with a wound 
th a t does not h ea l, but burns and burns. I t  i s  the 
fe a rfu l pain goads us on our w a y .. . .9
®Moses Joseph F ruch ter, The Social D ia lec tic  in  Georg K aiser*s 
Dramatic Works (Philadelphia: U niversity  of Pennsylvania P ress, 1933),
p . 71.
Q
S. Marion Tucker, Twenty-five Modern P lay s . Revised ed itio n  
(New York: Harper B rothers, 1948), p . 600.
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In sp ite  of the fa c t th a t the p lay  is  not about the New Man, 
the voice of the New Man i s  heard strongly  in  the p erso n a lity  of the 
B i l l io n a ir e 's  Son. When he awakens to  the needs of the world and the 
co n trast between the r ic h  and the poor he says th a t h is  Impressions of 
the need burn in  h is  blood and
. . . the  v iv ld est p ic tu re  of a l l  i s  the 'Freedom of the 
Seas’ as she lay  in  her wharf. F lags, music, passengers 
in  l ig h t c lo th es  s tro l l in g  up and down the decks, chat­
te r in g , gay. And a few yards beneath th e ir  f e e t ,  h e l l .
Men feeding fire -b e lch in g  holes,, quivering bodies burn­
ing to  death . So th a t  we may make speed, speed .10
The B i l l io n a ir e 's  Daughter follows her b ro th e r 's  example and 
becomes a nurse fo r the needy. She t e l l s  her fa th e r  th a t the reason 
she i s  leaving him i s  her experience on the yacht when a Yellow Stoker 
was overcome by the heat of the b o ile r  room.
When I took my hands from the seething b reast of th a t 
yellow stoker they were marked. The scar sank in to  my 
blood, in to  my deepest h e a rt. I have no choice. I 
f e e l  the c a l l .  And submit to  i t  w illin g ly . . . . Send 
me where the su ffe rin g  is  worst, to  the Injured in  your 
fa c to r ie s . I w ill nurse them.11
Here both Son and Daughter who escaped poverty as ch ild ren  are 
iro n ic a lly  now escaping from rich e s . Understanding has come to  them, 
and with the  understanding a love fo r th e ir  fellow  man. They re a liz e  
th a t they too must su ffe r with mankind, i f  th e ir  love i s  to  continue, 
fo r  the  r ic h  oppress the poor, and the indiv idual is  responsible fo r  
the  w elfare of a l l .  Here K a ise r 's  philosophy fo r th e  f i r s t  time is  
given by characte rs other than the p ro tagon ist; th is  s itu a tio n  does not
1QIb ld . . p . 586.
11I b i d . , p .  588.
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happen again in  h is  la te r  p lays.
As in  the play  The F ire in the Opera House, th e re  i s  a tra n s fe r  
of p erso n a lity  w ith the  exchange of a t r in k e t ,  th i s  time a watch charm 
of c o ra l. The dream of the happy youth the B illio n a ire  had never known 
was so compelling he was able to  commit murder fo r i t ,  but in  order to  
make the  happiness r e a l ly  hlB own, he had to  take the co ra l, which was 
the only d is tin g u ish in g  c h a ra c te r is tic  between him self and th e  Secretary . 
When no one could know with c e rta in ty  th a t he was not th e  Secretary , the 
piece of co ral would have to  be accepted as proof; and with the accept­
ance of i t ,  the world of the Secretary and h is  happiness in  h is  youth 
would belong to  the  B ill io n a ire . A happy youth seems a pecu lia r th ing  
to  take from another person; but with the  tra n s fe r  of the c o ra l , . th e  
B illio n a ire  was ab le  to  do i t  to  h is  own s a tis fa c tio n . Everyone was 
convinced w ith the exception of h is  conscience, and he dismissed th a t .
The Son and Daughter of the B illio n a ire  as  the New Humanity of 
the  p lay t r y  to  reform th e i r  fa th e r ,  and bo are defeated in  th e ir  f i r s t  
a ttem pt. However, they are  not to  be counted as permanently defea ted . 
T heir love fo r humanity i s  too great to  be overcome so e a s ily . Their 
e f fo r ts  continue in  the second play of the tr i lo g y  Gas I .  1918.
The two p a r ts  of Gas deal with th e  problem of fac to ry  labor and 
i t s  mechanization of humanity. There i s  l i t t l e  in  the  way of p lo t de­
velopment in  these  two p lays, but ra th e r  th e re  i s  a heightening in  
th e a tr ic a l  e ffe c ts  w ith the use of mass-movement and with lig h tin g . The 
charac te rs  have become typed and except fo r th e  fam ily of th e  B illio n ­
a i r e 's  Son and the  Engineer, th e re  i s  l i t t l e  to  make characters in d iv id ­
u a l . Kaiser has typed the  ch arac te rs  purposefu lly , of course, to  show 
the  e ffec t of mechanization on humanity. In  a machine age the re  can be
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no in d iv id u a lity  and no freedom. Gas X i s  u su a lly  considered to  be 
K a ise r 's  best work.
While The Coral presented a so c ia l problem without attem pting 
a so lu tio n , Kaiser in  h is  f a i th  in  man as opposed to  f a i th  in  wealth 
or power does suggest a way out in  Gas I .  The B i l l io n a ir e 's  Son has 
taken over th e  fac to ry  a t  h is  f a th e r 's  death and has succeeded in  
tu rn ing  i t  in to  a co-operative business in  which the former wage slaves 
are  now co-owners and shareholders in  the company. This would seem to  
be some improvement over the  old scheme, but i t  has not proved to  be so. 
The w o rk ers~ stlll are not f re e . They have become slaves of th e  produc­
tio n  of gas. Bach worker has become so specia lized  th a t he has become 
an attachment fo r th a t p a rt of h is  body which does th e  work. A man no 
longer i s  a whole man; he i s  a hand, a fo o t, a p a ir  of eyes. Then the 
te r r ib le  th in g  happens over which no man has any co n tro l. The gas 
explodes. There i s  no reason. The formula i s  not in e r ro r . The 
Engineer In v es tig a te s  and finds nothing wrong. Nevertheless the  explo­
sion occurs, fo r  m atter has refused to  follow  the con tro l of man’s mind 
and i s  ac tin g  according to  i t s  own laws, which man cannot know.
The B i l l io n a ir e 's  Son recognizes th a t  when in d u stria lism  has 
reached th e  p o in t of work for. i t s  own sake and not fo r  th e  good of man, 
th e  explosion i s  in e v ita b le . He recognizes the  tru th  of the  m atter, 
but no ofie e lse  w il l .  The workers demand th a t  the Engineer be discharged, 
because h is  formula did not work out, but the B i l l io n a ir e 's  Son knows 
th a t  i t  was not th e  f a u l t  of the Engineer, and re fu ses  to  le t  him go.
A s tr ik e  i s  ca lled , and other s tr ik e s  in  nearby p la n ts  follow , u n t i l  
a l l  the Gentlemen in Black, who are  the symbols of b ig  business, demand 
th e  removal of the Engineer.
With th e  complete stoppage of work, th e  B il l lo n a ire !s Son sees 
h is  opportunity  to  ab o lish  a l l  f a c to r ie s  and e s ta b lish  an a g r ic u ltu ra l 
so c ie ty , where th e re  w ill be peace and happiness with no fea r  of another 
explosion. The Gentlemen In Black refuse to  l is te n  to  him. He goes to  
th e  workers. One a t  a time th e  women, then the men, r i s e  to  speak before 
the crowd. They ta lk  about the fa c t th a t the machinery has made machines 
of them; but when the B i l l io n a ir e ’s Son r i s e s  from th e ir  midst to  t e l l  
them of h is  p lan , they refu se  to  follow  him and in stead  tu rn  to  the 
Engineer whom they had t r i e d  to  have f i r e d , and support h is  back-to-work 
program. The B il l io n a ire ’s Son holds out against them u n t i l  the govern­
ment send in  a rep resen ta tiv e  who takes over th e  contro l of the p lan t 
u n t i l  th e  imminent war i s  won.
The fo u rth  a c t ,  w ith i t s  s e r ie s  of speeches by the women, then 
th e  men, and f in a l ly  the  debate between the  Engineer and th e  B illio n ­
a i r e ’s Son, i s  the high po in t of th e  p lay . Here a l l  of K aiser’s thought 
comes out and here the  c o n f lic t i s  s tro n g es t. Then with th e  tu rn ing  of 
th e  people from th e  B i l l io n a ir e ’s Son to  the Bngineer, the  rev e rsa l i s  
complete and the  p ro tagon is t i s  defea ted .
As th e  workers go out of th e  h a l l  and prepare to  go back to  the 
reb u ild in g  of the  fac to ry  and eventually  the work in the fa c to ry , the 
B i l l io n a ir e ’s Son pleads w ith them:
Do not s tr ik e  your bro ther Man! You sh a ll not manufacture 
c rip p le s!  You, B rother, are  more than a hand! You, Son, 
are  more.than a p a ir  of eyes!—You, Husband, liv e  longer 
than one day!—You are  e te rn a l c rea tu re s—and p e rfec t from 
th e  very beginning!—do not l e t  the days m utila te  you, nor 
dumb,mechanical movements of the  hand—be g re a te r , be greedy 
fo r  th e  higher th in g —in  yourselves—in  y o u r s e l v e s ! ! 12
l a T ucker, p .  623.
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The n a il  has become empty as the workers follow the Bngineer 
back to  another Inev itab le  explosion. The B i l l io n a ir e 's  Son makes one 
la s t  e f fo r t  to  keep them from work and save them from themselves, but 
he i s  stopped by the  Government Commissioner. In despair he tu rn s  to  
h is  widowed Daughter and sayB,
T ell me, where can I find  Man? When w ill he make h is  
appearance—when w ill he announce h is  name—Man? When 
w ill he understand himself? . . . When w ill he r id  him­
s e lf  of the prim al curse?—when w ill he re c rea te  the 
crea tion  which he has ruined—Man?—Was I not happy in  
having had a glimpse of him and h is  coming? . . . Can 
Man be extinguished—must not he come again and again— 
now th a t a t  le a s t one man has seen h is  face? . . . Can 
I doubt any longer?*3
His Daughter answers, "I w ill give him b i r th ."  With these  words 
the play ends on a note of hope. The B i l l io n a ir e 's  Son cannot expect 
to  see the  dawn of th e  New Society, but the seed of th e  idea is  a liv e  
and w ith i t  hope fo r fu tu re  generations. His has not been a personal 
problem, but one u n se lfish  and humanitarian from the beginning. From 
h is  f i r s t  appearance in  th e  second ac t of The C oral. one can fe e l  h is  
complete se lf le ssn e ss ; but h is  generation i s  not ready fo r reform, and 
i t  s t i f l e s  th e  message th a t he brings i t .
The hope w ith which Gas I ends is  defeated in  Gas I I . 1920.
With th e  fac to ry  r e b u i l t ,  the workers are tu rn ing  out an Improved form 
of gas in  the concentrated war e f f o r t .  A ll able-bodied men a re  a t  the 
f ro n t,  and the fac to ry  i s  being manned by the  very young, the  very old 
and the  weaklings. The p lan t i s  under the d ire c tio n  of the  seven 
symbolical F igures in  Blue. The outcome of th e  war against the enemy
13I b ld . . p . 626
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In yellow depends on the continued out-put of the gas. The hand, the 
fo o t, the  eyes, continue to  do th e ir  work, but the s p i r i t  of the in d i­
v idual i s  not in  i t .  Production begins to  f a l l  o ff . With the reduction  
In  gas production, the enemy gains te r r i to r y .  There i s  a fu rth e r  drop 
in  production and the enemy makes more gain s. The F ir s t  Figure in  Blue 
c a l l s  the Chief Engineer to  account fo r th e  lack of production. The 
Chief Engineer says,
Excessive re p e ti t io n  of sing le  ac tio n  b lun ts  the  onspurrlng 
w ill to  work. Gas i s  no longer a goal—purpose vanished in  
the l i t t l e  motion which repeated and repeated  became purpose- 
lesfay p a r t without whole. P lan less the man a t  h is  to o l—the 
work withdrew ever fa r th e r  out of s ig h t as the man slipped 
day by day deeper in to  sameness and monotony.
The' cause, then , i s  not one of d is s a tis fa c tio n  with conditions, 
such as working hours or even pay sc a le . I t  i s  a psychological m atter— 
man*s unconscious re v o lt against the machine. The B illio n a ire  Worker 
i s  ca lled  to  give the Workers a pep ta lk ,  but he demands th a t  the p lan t 
be re leased  from the mandate over i t .  The enemy continues to  make pro­
g ress . In  the meantime th e re  i s  a complete stop in  the work. There i s  
a s t r ik e ,  but no one ca lled  i t .  There i s  no leadership  in the s tr ik e ,  
but i t  i s  a  s tr ik e  none the le s s .
With q u ie t determ ination the crowd en ters  the communication 
headquarters, and quickly dism antles the apparatus and passes i t  out 
of th e  p lace . Then one by one a young man and woman, a middle-aged 
couple and an old couple r i s e  to  speak to  th e  crowd concerning th e  
r ig h ts  of man to  liv e  h is  own l i f e  and be happy. At th i s  th e  B illlo n -
14I b i d . ,  p .  630.
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a l r e  Worker r i s e s  to  urge them to  ca rry  out the o r ig in a l p lan  fo r  man­
kind and be human beings Instead of machines and slaves of Industry .
He says,
Send out th e  r a l ly :  hands have ceased from th e ir  work— 
hands have q u it th e i r  slav ing  for d es tru c tio n —hands are 
fre e  to  take the  pressure of a l l  hands in  ours which now 
r e s t .  No gas!*5
There i s  no rep ly  to  the message, however. The Yellow Enemy 
en te rs  and .takes over the defenseless crowd of Workers. They are forced 
back to  work to  produce gas fo r the enemy. Again there  i s  a complete 
stop in the  work, but th is  time i t  i s  insp ired  by the Chief Engineer. 
Revenge urges him on, and the  possession of a b a ll of extremely poison­
ous gas gives him the power. He proposes to  use i t  aga inst the Yellow 
Enemy to  burn th e i r  bodies to  skeletons. The B illio n a ire  Worker with 
h is  humanitarianism confronts him and t r i e s  to  reason with him. He 
urges him not to  destroy work but to  bu ild  the  kingdom th a t i s  to  come. 
He does not ta lk  of a p ra c tic a l so lu tion  of an a g r ic u ltu ra l nation as 
h is  g rand fa ther'had . He believes the kingdom th a t must be b u il t  i s  in  
th e  realm of the s p i r i t .
. . . your kingdom i s  not of th i s  world! Face the stranger— 
pay- him h is  In te re s t—leave him h is  wage—shovel him h is  
gains—su ffe r  h is  demands—ignore th e  spine bleeding in  your 
. sk in—Be your Kingdom!16
In despairing  of a p ra c t ic a l so lu tio n , the B illio n a ire  Worker 
has escaped in to  a dream of the s p i r i t .  He would choose to  su ffe r  and 
be a martyr ra th e r  than continue with the Chief Engineer in  th e  f ig h t
16I b l d . . p . 635.
16I b ld . . p . 638.
66
aga inst the  Yellow Enemy. The mass, however, i s  not w ith him, fo r  
a lready  some of them have stepped forward to  take the b a l l  of poison 
gas to  throw i t  a t the Enemy. The B illio n a ire  Worker manages to  get 
th e  b a ll f i r s t  and proclaim s h is  r ig h t to  be th e  one to  throw i t .  In 
h is  f in a l  speech he says,
My b lo o d 's  blood beat fo r  our conversion. My t h i r s t  
s la k e d 'i t s e l f  a t  the t h i r s t  of mother and m other's 
fa th e r .  Our voices might have waked the  w ilderness—
Our voices could wake th e  w ilderness—men's ears are  
dea f. I  am v indicated! I  can f u l f i l l ! * 7
He hurls th e  b a ll  in to  the  a i r ;  i t  f a l l s  w ith a c l a t t e r  of 
breaking g la s s , and chaos ensueB. When i t  grows lig h t again , skeletons 
of the  bodies of th e  Workers are  seen, and the Yellow Forces k i l l in g  
one another. The dream of th e  New Man i s  completely destroyed. The 
tr i lo g y  th a t  had shown optimism in  p laces ends in  to ta l  defea t fo r the 
p ro tag o n is t, except th a t  he was able to  take on himself the g u i l t  of 
th e  whole group by saving them from themselves and th e ir  slavery  to  the 
machines.
The f in a l  p lay  to  be discussed here; H e ll.Way.B arth . 1919, i s  
th e  only one except Buropa to  end in  v ic to ry  fo r  the New Man. A pro­
gram of reform i s  accepted by so c ie ty , and the ideal s ta te  i s  se t up. 
Kalsen has not explained a l l  of the  d e ta i l s  of th e  new so c ia l government, 
but he shows by th e  outcome of th i s  p lay  th a t he believed one i s  possib le  
and th a t i t  must come i f  c iv i l iz a t io n  i s  to  surv ive.
Kaiser in  h is  th re e -p a rt p lay  He11.Way.Earth urges again the ac­
ceptance of man's re s p o n s ib ili ty  to  man and shows th e  e v il  e f fe c ts  of
17I b l d . ,  p .  639.
wealth on humanity. The id e a l i s t ic  p ro tagon ist of these ideas i s  an 
a r t i s t  ca lled  the S tro l le r .  He accepts h is  duty to  h is  fellow  man 
when he rece ives a telegram  from a mere acquaintance requesting  a thou­
sand marks. The reason fo r the request i s  not given. I t  i s  simply 
sta ted  th a t  th e re  i s  a need. That i s  su ff ic ie n t fo r the  S tro l le r .  He 
has seen h is  duty and he a t t e s t s  to  ra is e  the  money. He has no money 
in  the bank, and so he t r i e s  to  s e l l  some p ic tu re s  a t the local a r t  
ex h ib it. A lady shows some in te re s t  in one of the p ic tu re s  and he pur­
sues her to  her ho te l to  t r y  to  s e l l  her the e n tire  fo lio  of p ic tu re s  
fo r one thousand marks. Her frien d  en ters and t e l l s  of a purchase she 
has made of some ea rrin g s which w ill be delivered  sh o rtly . The p rice  
of them i s  well over the thousand marks necessary fo r the sa lv a tio n  of 
the S t r o l le r ’s f r ie n d . He explains h is  p o s itio n  and in s i s t s  th a t they 
buy in stead  the p ic tu re s , so th a t he can help the needy person. They 
re fu se . He accuses them of murder, since they know of a dying man and 
refu se  to  help him. They laugh a t thlB , but he goes to  th e  policeman 
to  have them a rres ted  and i s  tu rned  away. He t r i e s  to  get a Lawyer to  
take h is  case aga inst them, but in vain. F in a lly  he goes to  the 
Jew eler 's  shop and commits a crime to  stop the sa le  of the earrings; 
he i s  thrown in  p rison  fo r h is  tro u b le .
The f i r s t  p a rt of th e  p lay , the Hell of the  t i t l e ,  shows the 
S t r o l le r 's  acceptance of h is  re sp o n s ib ility  fo r h is  fellow  man and h is  
f ru s tra t io n  in  h is  attem pt to  show the way to  those with whom he has 
co n tac t. The lad ies  laugh a t him; the policeman t e l l  him th e re  can be 
no murder unless someone ra ised  h is  hand against another; the Lawyer 
says th e re  i s  no law covering the  s itu a tio n . The S tro l le r  in s i s t s  th a t
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th e re  muBt be a law; I f  no t, one must be invented. The Lawyer f in a l ly  
t e l l s  him he w ill take the case i f  the S tro lle r  w ill pay him a thousand 
marks, which, of course, i s  out of the question . I f  he had had the 
amount, he would have already given i t  to  the f r ie n d . In deperation  he 
then stabs the Jeweler as a token of h is  re v o lt against so c ie ty , and 
soc ie ty  pu ts him behind b ars .
This Ind ifference of soc ie ty  to  humanity i s  the height of the 
negative moral a t t i tu d e .  I t  i s  a mechanical process, as r ig id  and im­
personal as the bloodless machine.' The S tro l le r  i s  p o s itiv e , however, 
and he believes in  a Justice  which w ill p lace re sp o n s ib ility  where i t  
belongs. The day of tru e  Ju stice  w ill come and a l l  w ill recognize the
g u il t  of a l l ,  fo r a l l  a re  responsib le . Since no one i s  exempt, the
process of th e  cleansing of soc ie ty  can begin.
The second p a r t of the  p lay , Way, shows the S tro l le r  a f te r  he 
has served h is  term in  p riso n . A fter h is  complete f ru s tra t io n  and ac t 
of crime, he has had time to  do some th ink ing . He has had a miraculous 
transform ation and now i s  consumed with a love fo r humanity in  i t s  en­
t i r e t y ,  where as before he had been concerned only with the  fa te  of one 
man. He f e e ls  th a t  once h is  new theory has had a chance to  come in  to  
contact with the world i t  w ill spread and engulf a l l  of humanity; He 
believes th a t  man i s  fundamentally good and only w aiting fo r the leader' 
ship of a messiah. He goes from place to  p lace with h is  gospel of love 
and of g u i l t .  On h is  way from the p rison  gate he persuades an Escaped
Prisoner and a P ro s titu te  to  re tu rn  to  the  p riso n  to  seek a re a l and
inner freedom. He goes to  th e  Lawyer, the  policeman, and Jew eler, the 
la d le s . A ll follow  h is  way and the Police Lieutenant sends h is  men out
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to  gather a l l  the g u ilty  to  the  square fo r  the Judgment of the S tro l le r .  
Humanity I s  ready fo r th e  moral awakening.
The th ird  p a r t ,  B arth , shows the crowd follow ing th e  S tro l le r .  
A ll meet a t  the p rison , and because of th e ir  g u ilt  clamor to  be admit­
te d . However since a l l  a re  g u ilty  and recognize th e ir  g u i l t ,  th e re  Is  
no need fo r a p rison . The. P risoners are  released  and the g reat throng 
follow s the S tro lle r  to  an open stony p la in , where he gives them h is  
f in a l  message.
Where the ea rth  i s ! —Build the c rea tio n . You are co n firm ed- 
clever between chaos and work. Build the c rea tio n , which 
you a re—in  the r is in g  In you, who you a re !—Build the  crea­
tio n , which bleeds through you—your- f in g e r ’s order w ill 
build  a steep bu ild ing , because you order yourselves!—Build 
the  c rea tio n , which wants you—as you want i t !  Build the 
c rea tio n —th a t b u ild s , th a t  c rea te s  I t s e l f  in  you!—You a re  
new from evening to  morning a thousand tim es—build  yourself 
new crea tio n s which fo rge t you—as you fade away. No one i s  
one—your d esire  alms next to  you: th e re  i s  the o th e r, who
is  g re a te r , as he takes from you. He owes you—as the th ird  
owes him—and many owe th e  th ird .  Out from a l l  the  debt 
toward a l l  you cancel a l l  debt: who measures—who gives—
and bargains about the value?!
The new man does not look to  heaven; he fin d s h is  heaven on 
ea rth . That heaven i s  an ideal soc ie ty  where love fo r one’s fellow  
man i s  the law, and where re sp o n s ib ility  fo r h is  w elfare i s  never con­
sidered in d if fe re n tly . The dream of the  S tro l le r  becomes a r e a l i ty  in  
the  to ta l  reform of th e  so c ia l s tru c tu re  of h is  c iv i l iz a t io n .
In a treatm ent of theme from fa rce  to  tragedy over a period of 
s ix  years and eigh t p lays, one can fe e l  the  power of K aiser’s convic­
tio n s  concerning the so c ia l s in s  of h is  tim e. Socie ty ’s greed fo r power, 
i t s  lu s t fo r money, i t s  ind ifference  to  su ffe rin g , i t s  lack of love fo r 
mankind, he pointed a t agein and again . That he f e l t  the soc ie ty  of
which he was a p a r t would ever reform I t s e l f  Is to  be doubted, but he 
saw h is  duty as a member to  t e l l  I t  th a t I t  must reform In order to  
l iv e .  As a r e s u l t  of h is  fe e lin g s  of re sp o n s ib ili ty  to  h is  so c ie ty , 
he has l e f t  fo r  the th e a tre  a l i s t  of excellen t plays th a t not only 
accu ra te ly  show the thoughts of the day In which they were w ritten , but 
can continue to  be e ffe c tiv e  p ieces In the  th e a tre  of Ideas fo r time to
CHAPTER VI
KAISER’S STYLE
The E xpression istic  playw rights in  th e ir  form ulation of the 
movement f e l t  th a t  th e .s ty le  and form of th e i r  w riting  was most s lg n i-
i
f ic a n t in  the expression of th e ir  ideas. Kaiser was as  concerned with 
s ty le  a s  any other of the group of playw rights. As a r e s u lt  h is  s ty le  
i s  probably th e  best of a l l  the w rite rs  in  the E xpresslon lstic  movement.
A close look a t  the  s ty le  of the p lays of Kaiser w ill show a 
d is t in c t  re la tio n sh ip  between the content and the form. The s p i r i t  of 
the time i s  re f le c te d  in  both. The world of the machine and techn ica l 
apparatus, of science and industry  i s  evident in  almost every p lay . I t  
i s  seen in  h is  p lo ts , charac te rs  and d ialogue.
^Just as a well designed m achine 'is as simple in  i t s  s tru c tu re  
as p o ss ib le , K aiser’s p lo ts  are  simple to  follow . They are  schematic, 
and o ften  have a s ta cc a tto  sequence of scenes. This makes fo r  ep isod ic , 
loosely  connected ac tio n  which on the surface would seem unmachine-like 
except, as  one w ill recognize soon, th e re  i s  not a necessary word 
omitted nor a superfluous one added. The arrangement f i t s  the sp e c if ic  
p lay  and i s  not made according to  a p rescribed  formula, as w ith the 
well-made-play. A review of the p lo t l in e s  of the  p lays w ill show th a t 
th e re  i s  not a complicated p lo t in  the  e n tire  l i s t .  There i s  le s s  p lo t ,  
probably, in  Gas I I  than in  any other of the  p lays: here th e re  i s  a
mere heightening of e f fe c t with the build ing  toward th e  d es tru c tio n  of
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nhumanity in the f in a l  a c t .  The d is in te g ra tio n  of soc ie ty  i s  seen in  
the  f i r s t  few lin e s  of the p lay , and from th a t  po in t the to ta l  co l­
lapse becomes In ev itab le .
The ’’s ta tio n  dramas," those p lays in which the hero moves from 
one place or s itu a tio n  to  another, are more con?)Heated than any o th ers , 
but the com plication i s  in  the number of scenes and people involved in  
showing the  hero in contact with various phases of so c ie ty . There i s  
not very much re a l  p lo t com plication. The pro tagon ist moves from s ta ­
tio n  to  s ta tio n  only to  be met by the same a t t i tu d e  from rep resen ta tiv es  
of so c ie ty , as  in  He11. Way.Earth and From Horn to  Midnight.
There i s  but l i t t l e  com plication in  the p lays in which one 
might expect to  fin d  the most com plication. In  the impossible fab le  
p lay  of Europa, in  th e  romantic p lays of The F ire  in  the Opera House, 
and The Womanfs S a c r if ic e , the  ac tion  i s  stra igh t-fo rw ard  and uncongjli- 
cated . In each the s itu a tio n  is  evident ea rly  in  the  play  and the 
progression toward the  conclusion moves without much d ig ress io n , as fa r  
as  p lo t i s  concerned.
The characte rs as well as the p lo ts  of the p lays show the in ­
fluence of the  machine. The nameless, unindiv idualized  type-characters  
th a t  abound in  K aiser’s p lays become automatons. Only the p rin c ip a l 
ch arac te rs  are seen as in d iv id u a ls , and many of them have no names other 
than a type-deslgnatlon . The type-name may be a p ro fessio n , as the 
Commander and the W arriors of Europa. the Gendarmes of The Woman’s 
S ac rif ice , or the Lawyer, L ieutenant, D irecto r and Jeweler of H e ll. Way. 
E arth . The character may be named by a fam ily re la tio n sh ip , as Son, 
Daughter, in  The C oral. a p o s itio n  in  socie ty  as Monsieur in  The F ire
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In the  Opera House, the Countess In The Woman1s S a c r if ic e . Prisoner 
In H ell. Way.Barth or some other type-name, as S tro l le r  of H e ll.Way.
Barth. The Gentleman In Black or Grey, Man, Woman, Youth or even a 
number. The ac tu a l number of persons who have names Is  sm all. Five 
characte rs  In Buropa are named. Forty-one, besides the W arriors and 
Maids, are not named. In The Woman * s S ac rif ice  s ix  are named, leaving 
the  Countess, the O fficer and the Gendarmes with no such Id e n tif ic a ­
t io n . In  H e ll.Way.Barth only two from about fo r ty  p lu s ex tra s  are 
named. In From Morn to  Midnight. The C oral. Gas _I> and Gas I I  no 
characte rs have names. The types In some cases have reached the po in t 
of being no more than ab s tra c tio n s  of an Idea, as  with the  charac te rs  
in  the Gas tr i lo g y . There I s  l i t t l e  In the way of m otivation and 
character development In any p lay . There Is  some in The Woman*8 S acri­
f ic e  In the charac te rs  of the Countess and L avale tte , and there  I s  some, 
but le s s ,  In King Agenor of Buropa.
Dialogue has been discussed more by c r i t i c s  In  re la tio n  to  the 
s ty le  than ch arac te rs  and p lo t ,  because E xpression istic  dialogue had 
never been seen befo re . Simple p lo ts  and type charac te rs  were common­
p lace , but the words the E xpression istic  authors put in  th e ir  charac­
t e r s '  mouth were strange in  the ears of th e  audience.
One c h a ra c te r is t ic  of th e  w riting  has been ca lled  te leg rap h ic  
fo r  I t s  s im ila r ity  to  the sentences used in  te legraphy to  get the  maxi­
mum of meaning out of a minimum of words. That was Indeed the purpose 
of the  E xp ression istic  w r i te rs . In  order to  make the dialogue as 
clipped and mechanical as p o ssib le , a r t i c le s  were om itted, along with 
conjunctions and o ften  adverbs, ad jec tiv es  and p rep o sitio n s, whenever
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i t  was possib le  to  keep the meaning without them. Sentences are 
s tacca to , broken, and hurried  from ecstasy  and frenzy. The language 
i s  ungrammatical, fo r  separable verbs do not separa te , word order i s  
reversed , c lauses are reduced to  phrases. In add ition  simple sentences 
predominate, and dependent phrases are hardly known.
An example of a s e r ie s  of speeches between the B i l l io n a ir e 's
t
Son and the Engineer in the fou rth  ac t of Qas I  w ill show several of 
these p o in ts :
ENGINEER
You are peasants with w orthless industry!
BILLIONAIRE'S SON 
Men in  Wholeness and Oneness!
ENGINEER
No necessity  r id ic u le s  your demand!!
BILLIONAIRE'S SON 
Your hope w ill f i l l  you!.
ENGINEER 
Laziness k i l l s  your days!!
BILLIONAIRE'S SON 
You are occupied tim e le ss ly !!
ENGINEER
No invention w ill take shape!!
BILLIONAIRE'S SON 
In the s in g le  form you are  discharged—to  human beings!!
ENGINEER 
Shout the d es tru c tio n !!
BILLIONAIRE'S SON 
Turn from d es tru c tio n  to  consumatlon--to human beings!!
ENGINEER
Shout my d es tru c tio n  again—and storm back to  work!!
Other c h a ra c te r is tic s  of K a ise r 's  s ty le  Include h is  change from 
o b jec tiv e  realism  to  th e  sub jective  monologue in  scenes two and th ree  
fo r  From Morn to  Midnight and the scenes in  the Lawyer's o ffic e  and 
before th e  Jew eler’s shop in  H e ll.Way.E arth . He uses antiphonal 
speeches in  Gas I I .
*Gas I .  Act IV. The tra n s la tio n  is  my own.
VOICE ABOVE
We in  th e  dome!
VOICE BELOW
Roll the dome c lea r!
VOICE ABOVE
Rust clogs the grooves!
VOICE BELOW
Loosen the  r iv e ts !
VOICE ABOVE
M ightily p re s s in g .. .
VOICE BELOW
Break down the g ird ers!
VOICE ABOVE
P la te s  g iving way!
VOICE BELOW
Widen the gap!
VOICE ABOVE
Now the dome moves!
ALL THE VOICES TOGETHER BELOW
Roll th e  dome c le a r !2
In Gas I r e a l i s t i c  dialogue tu rn s  to  te leg rap h ic  speech and 
then re tu rn s  to  r e a l i s t i c  p a tte rn s .
FIRST GENTLEMAN IN BUCK 
We are assembled here to  present our demands—the d ism issal 
of the  Engineer!
BILLIONAIRE’S SON 
Have you fo rg o tten —are  you s t i l l  deaf—is  th e  thunder and 
th e  crashing no longer ro l l in g  in  your ea rs—are you no 
longer shaken upon your se a ts—are you paralyzed?
SECOND GENTLEMAN IN BUCK 
The catastrophe i s  a dark page—
FOURTH GENTLEMAN IN BUCK 
We book i t  to  to  p ro f i t  and loss-r-
FIFTH GENTLEMAN IN BUCK 
And tu rn  over a new le a f!
BILLIONAIRE’S SON
The same formula!
FIRST GENTLEMAN IN BUCK
We hope—
SECOND GENTLEMAN IN BUCK
N aturally!
BILLIONAIRE’S SON
The same formula—?
2S- Marlon Tucker, Twenty-five Modern P lays. Revised ed itio n  
(New York! Harper & B rothers, 1948), P« 634.
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THIRD GENTLEMAN IN BUCK 
Perhaps the re  w ill be a longer In te rv a l between th e—
FOURTH GENTLEMAN IN BLACK 
One must gain experience!
BILLIONAIRE'S SON
Twice—th r ic e — -7
FIFTH GENTLEMAN IN BLACK 
We sh a ll know when to  expect the next—
SECOND GENTLBMAN IN BUCK 
I t  i s  not l ik e ly  th a t  we sh a ll liv e  to  see i t .
BILLIONAIRE'S SON 
I am to  l e t  them in—surrender-— ?
FIRST GBNTLEMAN IN BUCK 
A fter a l l ,  the Industry  of the e n tire  world cannot be per­
m itted  to  stand s t i l l .
THIRD GENTLBMAN IN BUCK 
I t  i s  e n tire ly  dependent on Gas!
BILLIONAIRE'S.SON 
I s  I t  th a t?  Am I the source of energy which se ts  a l l  th is  
In motion? I s  my power as v as t as th a t? 3
Purposeful dialogue I s  in te rsp ersed  with meaningless r e p e ti t io n  
of c liche  in  the fo u rth  scene of From Morn to  Midnight.
MOTHBR
What's th a t  you 're  playing?
FIRST DAUGHTER 
The Overture to  "Tannh&user."
MOTHER
*'0 Tannenbaum” i s  another p re tty  p iece .
WIFE
I t ' s  time I began to  f ry  the chops.
FIRST DAUGHTER
Oh, not y e t, Mama.
WIFE
No, i t ' s  not time yet to  f ry  the chops.
MOTHER
What are you embroidering now?
FIRST DAUGHTER
F a th e r 's  s lip p e rs .
WIFE
Today we have chops fo r d inner.
MOTHER
Are you fry in g  them now?
WIFE
Plenty of tim e. I t? s  not twelve o 'clock  y e t.
3I b i d . ,  p . 616.
FIRST DAUGHTER 
Not nearly  twelve, Mama.
WIFE
No, not nearly  tw elve.
1 MOTHER 
When he comes, i t  w ill be tw elve.
WIFE
He hasn’t  come y e t.
v* FIRST DAUGHTER 
When Father comes, i t  w ill be twelve o ’clock.
WIFE
Yes.4
Kaiser changes from p oetic  language to  s tra ig h t prose in  Hell 
Wav. E arth .
STROLLER
She w ill now be unable to  go to  the Jew eler’s . She 
becomes conscious—i t  comes to  her mind. She was not 
allowed to  buy from the Jeweler—she had to  save a 
somebody’s l i f e .  I t  w ill come to  her lik e  lig h tn in g — 
the knowledge makes her glow—and giving help flows out
of her hands e n th u s ia s tic a lly , of h er own accord!!
LIEUTENANT
(S ilen t)
STROLLER
Lieutenant, she knows and w aits on the  sharper Impulse.
She knows about her knowledge of the somebody’s being 
in  danger. That knowledge i s  passive in  her no longer— 
from an aroused sense of re sp o n s ib ili ty  she c le a r ly  sees 
the  d ire c tio n  in  which she must a c t: to  be forced toward
happiness by giving help to  somebody, who i s  somebody 
somewhere!!
LIEUTENANT
(Unmovlng.)
STROLLER 
L ieu tenan t,—the red  t ic k e t ! !
LIEUTENANT.
(As b efo re .)
STROLLER
The red  ticke t!!®
4MontroBe J . Moses, Dramas of Modernism and Their Forerunners 
Revised ed itio n  (Boston: L i t t l e  Brown and Co., 1941), p . 151 f .
®Hell.Way.E arth . Part I ,  Scene 2
I
A fou rth  Influence of the  m echanistic age shows up in K aiser’s 
p lays in the tech n ica l e f fe c ts  th a t a re  p resen t. Most of these become 
symbols of a kind, and as was K aiser’s h a b it, these symbols have in te l ­
le c tu a l and a b s tra c t meanings ra th e r  than emotional ones. There is  the 
glow from the f i r e  in  The F ire  in the Opera House, the f lo a tin g  clouds 
and the Bull in  Buropa. the changing of the t re e s  in to  a skeleton and 
th e  reappearance of the skeleton in  the wires above the cross in From ’ 
Morn to  Midnight. the explosion in  Gas I ,  and the l ig h ts  and w ires of 
the communication system of Gas I I . *As one might expect, the ex p lo ita ­
tio n  of th e  th e a tr ic a l  e f fe c ts  possib le  in these probably kept them from 
being as e ffec tiv e  as they might have been. I f  the e f fe c t were over­
emphasized i t  could throw the play out of focus Just as quickly and 
surely  a s  any other tech n ica l f a u l t .  Blame should not be placed on the 
playw right, however, i f  h is  designer proved him self Incompetent.
CrltlCB have nevertheless blamed the w rite rs  a t  tim es fo r  th i s  very 
th in g . Some w rite rs  doubtless f i l l e d  th e ir  p lays with so many e f fe c ts  
th a t nothing e lse  was seen, but Kaiser did not do th a t .  Bach of h is  
p lays should be heightened, in  i t s  e ffec tiv en ess  through th e  use of 
the  techn ica l item and should not be harmed by i t s  use , because Kaiser 
had a worthy idea in  each of h is  p lays, in te re s tin g  enough to  hold the 
a tte n tio n  of the audience. Through a long career and many p lays Kaiser 
made some valuable and honorable co n tribu tions to  our th e a tre . Gorelik 
says th i s  i s  t r u e ,” . . . because he navigated in  the great streams of
-  C
dram atic humanism.”
% ordecal G orelik, New Theatre fo r  Old (Binghampton, New York: 
Samuel French, 1947), p . 487.
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K aise r 's  dram atic humanism began with h is  f i r s t  p lays In 
the decade before the f i r s t  World War and reached I t s  height by 
1920. His most ex c itin g  works were w ritten  during the  war and the 
years Immediately follow ing. During the six  years between 1915 and 
1920 K aiser’s plays varied In subject matter from legend and h is to ry  
to  ab s tra c t f ic t io n .  In  these  plays the themes were c lo se ly  r e la te d . 
Without exception the theme of the New Man Is  present In some form 
In each p lay . Over the years h is  purpose did not a l t e r  with change 
In su b jec t.o r with h is  s ty le , which developed from Realism to  
Expressionism. The peak came with the  Oas t r i lo g y , The C oral. Qas I, 
and Gas I I - In these th ree  p lays K aiser’s treatm ent of subject 
m atter was most Im aginative, h is  s ty le  was a t  i t s  b e s t, and h is  themes 
were highly  provocative. He was a pessim ist when he looked a t  so c ie ty , 
but h is  view of humanity was colored by optimism of the r a r e s t  s o r t .
His b e lie f  In  th e  New Man's love fo r humanity, to ld  In h is  revolu­
tio n a ry  s ty le , produced a s e r ie s  of p lays which ran from fa rce  to  
tragedy and which d e a lt in  a profound way with very re a l problems 
of th e  Twentieth century so c ie ty .
K a ise r 's  p lays deserve the a tte n tio n  of the l i t e r a r y  
scholar, the th e a tre  h is to r ia n , the producer, the d ire c to r , and the 
a c to r . Through the combined in te re s t  of these people, the plays 
can come to  the audience, fo r  whom they were p rim arily  w ritten . The 
scholar ana h is to r ia n  can bring the  s c r ip ts  to  a lim ited  number of 
read ers , but i t  w ill depend on the producer and the  d ire c to r  to  make
them most e f fe c tiv e . They alone can t e l l  the s to r ie s  through the 
ac to rs  to  the audience. Only In th i s  way can the s c r ip ts  become 
liv in g  powerful forceB In soc ie ty .
PART I I  
TRANSLATIONS
EUROPA
Play and Dance in Five Acts 
by
Georg Kaiser 
1915
MEN AND FIGURES
King Agenor 
Europa 
The Men 
The Maidens
F i r s t ,  Second Doorkeeper
The Commander of the  Strange Warriors
The Strange Warriors
Zeus
Hermes
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THE FIRST ACT
(Quiet ocean in le t .  A huge willow tr e e  arches above the  flowery 
meadow land and the blue m irror of the  w ater. In  the rea r a white 
cumulus cloud r is e s  and moves quickly with a whizzing singing sound. 
At la s t  i t  stops above the  willow and the sound fades away.)
VOICE
(In  the cloud.) Land.
ANOTHER VOICE 
(In  the  cloud.) A good landing p lace .
THB FIRST VOICE
(In  the cloud.) We are  going down. (The cloud descends on to  the  
w illow .)
THB FIRST VOICE 
(In  the cloud.) Which form sh a ll we assume?
THE SECOND VOICE 
(In  the cloud .) The countryside has a peaceful look.
THE FIRST VOICE 
(In  the cloud.) L e t 's  appear as fisherm en.
(The cloud shrinks around a so lid  nucleus and i s  e n tire ly  absorbed: 
on th e  top of the tr e e  Zeus and Hermes are s i t t in g —both with round 
brimmed straw h a ts  and t ig h t  aprons.)
HERMES
(Looking around.) I  believe th a t  we have descended on the  most 
u n su itab le  spot of th e  ea rth .
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ZBUS
I am s a t is f ie d  fo r the  s t a r t .  (He s tre tch es  h is  lim bs.)
HBRMES
A lush meadow, usefu l as  a r ic h  pastu re fo r a  herd of c a t t l e .
ZBUS
Let me enjoy my transform ation .
HBRMES
You would have done b e t te r  as  a strong b u ll te a r in g  out the lusdlous 
blades of g rass .
ZBUS
I am 9 man.
HERMBS
In the most p i t i f u l  p e rso n if ic a tio n , th a t  gropes fo r  cold f is h  in
t
shallow w ater.
ZBUS
You are  not god enough— -
HBRMES
(Submissive g e s tu re .)  Hermes, the messenger of th e  gods.
ZEUS
I am Zeus.
HBRMES
(As b e fo re .)  You a re  Zeus.
ZEUS
I know everything, I  see everything. I  see through everything. For 
me everything has no p a s t and no fu tu re . I  tra v e l here and th e re  as 
a b rig h t cloud in  th e  p erp e tu a lly  c le a r  sk ies in  a steady motion—and 
casu a lly  stop . I t  i s  the h ighest boredom.
85
HBRMBS
Are you looking fo r a fa sc in a tin g  adventure from th i s  broad t r e e  top?
ZBUS
Here i t  i s ,  as  I have been transform ed. Man i s  the sweet adventure. 
He f e e ls  what happens. He i s  caught in  th e  whirl of th e  hours. No 
one i s  lik e  the o th er. The next one w ill hurl a wealth of m iracles 
on the beach. With groping hands I  touch them. I p u ll fo r th  out of 
th e  v a r ie ty  th e  most g a ily  colored p iece . Here 1 hold i t .  I stop in  
astonishm ent—sla in  by human fo rtune .
HBRMES
My hope has w ithered away, no men liv e  here .
ZEUS
The expectation  v ib ra te s  in  my blood, which whips my skin from w ithin 
w ith a f ie ry  h a i l  storm. I burn from im patience, which promises more 
than I  can th ink  o f. Makes me giddy! We can e a s ily  get down to  the 
ground from th e  low hanging boughs of th i s  willow.
HBRMES
I sh a ll make a willow basket fo r the f is h ,  which you nay f is h  fo r  
fo r  a long tim e.
ZEUS
L e t 's  go inland quick ly . (He s ta r t s  to  Blip down.)
HERMBS
(Stopping him by th e  shoulder.) There comes a man.
ZEUS
Where?
HERMES
He i s  walking through the meadow down th e re . There he comes again .
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ZEUS
L et’s l i e  down up h ere . (They throw themselves f l a t  in  th e  fo ilag e  
o f the t r e e  to p .)
(He who comes now i s  of a strange clo th ing  and ca rriag e : the haggard
body i s  covered with loose honey gold and pale blue garments. Soft 
h a ir  of very long f leece  extends down; in t i r e d  g r ie f  h is  head f a l l s  
forward. However a rhythm ical dancing gracefu lness animates h is  limbs: 
he stops a f te r  doing some s tep s in  which he throws h is  knees up and 
l i f t s  h is  arched arms to  tu rn  h is  shoulders. In such v a r ia tio n  from 
re s t  and motion he reaches th e  edge of the w ater. Here he kneels down. 
Out of murmuring grows a word of unspeakable pain: •’Europa.”—swellB 
in  eloquent re p e tit io n s  to  sharpest s e lf  to r tu re :  "Buropa” . —d isso lv es
to  voluptuous whisper:. ”Europa”.—Then he ra is e s  him self slowly. He 
s ta re s  over the  w ater, h is  look gaining lu s t r e ,  as h is  arms are 
s tre tch ed  out toward an embrace. With a shout of joy i t  breaks out of 
h is  mouth ”Buropa.”—and shouting without pause he continues the dance 
by which he a rr iv ed —now lig h te r  and more Joyfu lly—and he descends 
in to  th e  w ater. So he departs  and i s  ca rried  higher and higher by the 
t id e .)
HERMES
(Propping h im self.up .) Was th a t  a man? With loose hanging ha ir?
In  a sky blue and honey gold p e ttic o a t?  D id n 't he move h is  arms and 
h ips lik e  a g i r l  in  love, who i s  expecting her fiance  tomorrow? What 
does he get in to  th e  water fo r ,  does he want to  cool o ff?
ZEUS
(S ta res w ordless.)
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HERMES
(Clapping h is  hands.) He i s  our f i s h .  The prey, which we are 
seeking. We have found the gu lf of the fa b le - lik e  f is h  men. We’ l l  
s e l l  our discovery only fo r the  h ighest p r ic e . Tremble, Zeus, you 
stand on the  threshold  of your fo rtu n e . A fter him, so th a t  he does 
not Bwlm away unde'r water.
ZEUS
(Not changing h is  p o s itio n .)
HERMES
Don’t  you see how he enjoys the  w ater. He splashes with h is  hands 
and f e e t .  Now the waves r i s e  under h is  chin. His mane f lo a t b l ik e  
a r a f t  behind him. When i t  i s  f u l l  of w ater, he w ill sink e n t ire ly .
ZBUS
(S trik in g  him on th e  shoulder.) His name?
HERMES
W e'll give him a f i t t i n g  one.
ZBUS
His name—h is  name#?
HERMES
L ater. Now we've got to  catch him.
ZEUS
What did he mean? What did he say? What’s th e  meaning of the name? 
He c r ie s  the name—he laughs the  name—he screams i t —he groans i t — 
he throws i t  in to  the  g rass—he p itc h e s  i t  up—he to sse s  i t  in to  the 
sea. I s  i t  land—an island—which swims in  the  sea lonely and b eau ti­
fu l?
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HERUBS
Far and wide I see only w ater.
ZEUS
What i s  i t ,  th a t  bears th i s  name, th a t  has a magic g l i t t e r ,  th a t 
d riv es  the  man in to  a frenzy? Don’t  you hear i t ?
HERUES
I t ’s q u ie t now.
ZEUS
I t  i s  ring ing  in  my head. I t  i s  te a r in g  a t  the  nerves of my b ra in .
I t  i s  already u p se ttin g  me tremendously. He must t e l l  me, what the 
meaning of the  name i s .  I f e e l  i t ,  everything depends on i t .
o
HERUES
He has disappeared now. (Now th e  voice has become s i le n t  and th e  form 
has submerged in  the  sea .)
ZEUS
(Vigorously.) We must save him. W e'll p u ll  him out again before 
th e  curren t washes him from the  in le t .  He sh a ll give me an explana­
t io n , he nay not take i t  to  th e  s i le n t  s h e ll  f i s h .  We a re  almost 
naked, we can swim f a s t .  (He already i s  hanging from th e  branches.)
HERUES
(Seizing him quickly around the  body.) Up again .
ZEUS
Down quickly .
HERUES
Do you want to  prove th a t  your transform ation  i s  a l i e  by lowering 
y ou rse lf to  th e  ea rth  when everyone can see you?
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ZEUS
Who i s  coining?
HERMES
Twenty instead  of one.
ZEUS
(Climbing up-) Others?
HERMES
They resemble him as  one f is h  resembles another.
ZEUS
(In  the tre e  to p .)  They are  bringing me th e  answer to  my burning 
question . (S tre tches him self o u t.) ' Hide yo u rse lf.
HERMES
And the dunce, who swallows too much w ater.
ZEUS
Who?
HERMES
You can quickly fo rg e t.
ZEUS
I am a man th a t b lazes from c u r io s ity .
HERMES
Then you!d b e tte r  keep water away from the f i r e .  (Both l i e  down as  
b e fo re .)
(Approximately twenty men appear arranged in  couples in  th a t  strange 
dancing s tep . Only the  l a s t  one walks without a p a r tn e r. They a re  
dressed the  same way as the  former a r r iv a l ,  th e i r  uncut h a ir  c u r ls  
down th e i r  backs a lso . However th e ir  ages and s ta tu re s  a re  of con­
siderab le  v a rie ty . Among them th e re  a re  t a l l  ones, and square b u il t
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ones, th in  ones, and b e llie d  ones, pale  ones and ruddy cheeked ones. 
However a l l  of them have th e  same mournful a i r .  In the  cen ter of the  
meadow they bring  th e i r  dance to  an end and f in a l ly  form a c i r c le .— 
The l a s t ,  who had separated  him self from the o thers  a t  the beginning, 
leans aga inst th e  trunk of the w illow .)
FIRST
(Thin one.) How was the a r r iv a l?
A SECOND
(Thick se t one.) I stepped h a s t i ly ,  as ca rrie d  by a sec re t wind from 
underneath.
THE THIRD
(Pale one.) I walked w ith a f ie ry  h e a rt.
THE FOURTH
(Red cheeked one.) I was exhausted and am p leasan tly  t i r e d  now.
THE FIFTH
(Very t a l l  one.) I proceeded without being seen.
THE SIXTH
(Crooked legged one.) I  f lo a ted  a s  on s tra ig h t s t i l t s .
THE SEVENTH
(Thin one.) I swelled myself in to  a round cloud.
THE BIGHTH
(Thick sa t one.) I  was ca rried  almost lik e  a fea th e r which a green 
b ird  shakes from h is  plumage high In the a i r .
THE NINTH
(P ale .) I  grew a s  a red flame, th a t  h isse s  from a t a l l  candle.
THE TENTH
(Drenched in  p e rsp ira tio n .)  I  d id n ’t  hurry and yet I  speeded.
THE REST
(Nodding zealously a t  each statem ent, now aloud .) We succeeded in 
a rr iv in g .
THE FIRST
(With elevated  v o ice .)  We are worthy, we may admit i t .
ALL
(In  muffled murmur.) Europa.
ZEUS
(Springing high in  the  tre e  to p .)  The name!
HERMES
(Seizing him.) You’l l  betray  u s.
ZEUS
They say i t  too .
HERMES
So they know more.
THE NINETEENTH
(At the tru n k , w ith a so ft v o ice .)  The w orth iest i s n ’t  among you.
THE ELEVBNTH
(Holding th e  nearest around the shoulders.) Look th e re  where we a re .
THE TWELFTH
(Leading one w ith h is  arm around him.) The t id e  i s  standing q u ie tly  
lik e  a smooth m irror.
THE THIRTEENTH
(Also w ith one.) The wide arch  of th is  willow i s  in v itin g  with i t s  
green shade.
THE FOURTEENTH 
(Likewise.) 'The meadow i s  laughing.
THE FIFTEENTH 
(Throwing him self down.) Flowers.
THE SIXTEENTH
(Likewise.) Crocus.
THE SEVENTEENTH
(Likewise.) HyacinthB.
THE EIGHTEENTH
(Likewise.) V io le ts .
THE REST
(With growing d e l ig h t.)  I t  i s  b eau tifu l here.
THE ELEVENTH
We want to  l i e  down.
THE FIRST
We w ill make w reaths.
ALL
Wreaths fo r  our h a i r .  (They throw themselves down in  happy d e lig h t, 
p icking flow ers and making wreaths of them.)
HERMES
(In  the tr e e  top  to  Zeus.) Your b reath  i s  pounding audib ly .
ZEUS
I t  must be th e  wind s t i r r in g  in  the  leaves.
HERMES
No breeze i s  moving.
ZEUS
I am exc ited .
HERMES
The whole t r e e  I s  b illow ing, I t  w ill shake us o f f .
ZEUS
So hold me by the  apron. (Wreaths a re  fin ish ed  and th e i r  h a ir  i s  
decorated .)
THE NINETEENTH
(At the trunk , without moving.) The flow ers gleam only on the  head 
of one who i s  not h ere .
THE FIRST
(To one in  th e  c i r c le . )  We are ly ing  on the  flow ering g rass and are  
wreathed in  b rig h t co lo rs , should we s ta y  here q u ie tly ?
THE SECOND
Now we sh a ll speak In tu rn .
THE THIRD
(Lowering h is  head.) Walt a w hile, I  am s t i l l  th inking  of h e r.
ZEUS
(In  the  t r e e  top with a repressed  ou tc ry .) A woman!
HERMES
Are you s a tis f ie d ?
ZBUS
No, by no means, without having seen h e r .
HERMES
You’ l l  see her.
ZEUS
I have to  get down from here r ig h t now.
HERMES
That would be a most fo o lish  s t a r t .
ZBUS
When w ill they be fin ished?
HBRMES
Bo s t i l l .
THE NINETEENTH
(At the tru n k .)  Be q u ie t, I f  the  most eloquent d o esn 't open h is  mouth.
THE THIRD
(L iftin g  h is  head.) Europa I s  no woman. Is  fragrance form—breath  
shape? Europa I s  fragrance without form—Europa Is  breath  without 
shape. Does she even cooqjrehend h e rse lf?  Does she even fe e l  h e rse lf?  
I s  she not strange to  h e rse lf  even In every limb? Do her f in g e rs  touch 
even on the  same hand? Do th e  h a irs  of her head touch even when done 
In  a knot? Finger knows not fin g er of the same hand, h a ir  touches not 
h a ir  In the knot. Europa Is  not a body. Europa I s  cool fragrance 
th a t, flows ou t. Europa I s  th in  b rea th , which m elts away.
(S ilence p re v a i ls .)
HERMES
<
(In  th e  tr e e  top nudging Zeus.) Now do you know her thoroughly?
ZEUS
(Shoves him back.)
THE NINETEENTH
(At th e  trunk , shaking h is  head ind ignan tly .)
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THE FOURTH
(Looking upvard.) Europa Is  s te rn . She ru le s  boldly  and pow erfully. 
She Is  extreme d ig n ity , and strongest o rder. She s i t s  In  the  d istance  
on a high th rone. No knee bends I t s e l f  deeply enough before her in  
order to  reach h e r. No arm toward which she bends reaches high enough. 
No voice pleads loudly enough so th a t the  sound may f i l l  her e a rs . 
Europa I s  in access ib le . (The same silen ce  in  the  c i r c le .)
HERMES
(In  the tre e  top to  Zeus.) Have you heard enough?
ZEUS
(Shakes h is  head reprlm andlngly.)
THE NINETEENTH
(Takes a step  away from th e  t r e e ,  however he re tu rn s  a s  I f  in  t i r e d  
re s ig n a tio n .)
THE FIFTH
Europa i s  a white lu s tre —f i l l i n g  a g lassy  s h e ll .  Whoever touches i t  
w ith eager f in g e rs  w ill smash the th in  w all. Perhaps she i s  w aiting 
on th e  impulse which w ill pour the  contents ou t. Then i t  w ill re tu rn  
to  i t s  source. I t  w ill r e s t  on a s ta r .  And she i s  the  s ta r  come back 
again and burning with a mild f i r e  in  the  blue sky of the  n igh t—and 
even q u ie te r in th e  pale  sky of the day; Perhaps someone w ill come 
who w ill touch her with ju s t such an o ffensive g es tu re .. He w ill  smash 
the  tender s h e ll .  Then Europa w ill be lib e ra te d  from her g lass p rison  
and strugg le toward her s ta r .  I do not have the  courage to  perform 
th i s  offence. Who has i t ?  Where i s  he? When i s  he coming?
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HERMES
(In the tre e  top*) You a re  breath ing  much too heav ily .
ZEUS
I t  could be the cows th a t  are grazing behind the meadow slope.
HERMES
No milk cow pants th a t way.
ZEUS
Then th e re ’s a b u ll grazing with them.
HERMES
I ' l l  accept th a t .
THE SIXTH
(S ta rtin g .)  Europa—
THE NINETEENTH
(Stepping quickly toward them.) Enough of empty sounds and fo o lish  
to r re n t of words. (They look a t  him in  astonishm ent.) Down with the 
garlands. Stand up. (Some r is e  h a lf  taken aback.) Don't you have a 
horror of your s tu tte r in g ?  D oesn 't bare poverty g rin  a t you? Don't 
you l ie  here naked and freezing? You speak, and p ra is e , and ce leb ra te . 
How d u ll your p ra ise s  and speeches and ce leb ra tio n s a re . (L iftin g  h is  
arms.) Eumelos i s  not here . His slender body i s n ' t  blooming in  the 
g rass—h is  b righ t voice d o esn 't f i l l  the a i r —h is  high knees d o n 't 
d ire c t  th e  dance. But be s i l e n t ,  stand up, stand s t i l l .  Are we worthy 
without EumelOB? (All are s i le n t  in  embarrassment.)
ONE
Where i s  Eumelos?
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HERMBS
(In  th e  tr e e  top tu rn ing  Zeus’s head toward the in l e t . )  Our f i s h  Is  
re tu rn in g  from the  sea.
ZBUS
He I s  ly ing  strangely  s t i f f  on the surface of th e  w ater.
HERMES
He has s a t is f ie d  h is  t h i r s t  fo rev er.
ZEUS
They should drag him onto land and r o l l  him about.
HERMES
They a re  too busy with them selves.
ZEUS
I ' l l  give them a sign .
HERMES
I t ' s  too  la te .  (On the smooth water the  corpse of the f i r s t  s tranger 
comes to  land .)
THB NINETEENTH
(Running th e re .)  Here Eumelos l i e s  dead. (He co llapses as  I f  l i f e ­
le s s .  The o th e rs  approach.)
ONE
How did th i s  happen?
ANOTHER
Has he bad an accident In  bathing?
THE THIRD
No, he I s  wearing h is  c lo th es .
OTHERS
(Agreeing.) He Is  wearing a l l  h is  c lo th e s .
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A FOURTH
(With a h a ltin g  q u estio n .) Why has he—?
OTHERS
(Murmuring.) Why?
A FIFTH
L ift him o u t. (They p u ll him out of the water and lay  him down in  
the middle of the  meadow.)
HBRMES
(In the t r e e  to p .)  I t  seems th a t  th e  s ig h t of the  dead man has 
struck  the o ther one dead.
ZBUS
He1a g e ttin g  up on h is  f e e t  again.
THE NINETEENTH
(L iftin g  him self slowly and going to  the group in  the  cen te r. Gazing 
a t  the  dead one.) Eumelos dead. These knees s t i f f —these h ips lame— 
th is  mouth q u ie t . Grieve—mourn. This loss i s  more b i t t e r  than any 
o th e r. Eumelos s t i f f ,  q u ie t. (Turning to  the o th e rs .)  Grieve 
deeply—f i l l  yourselveB w ith te a r s .  Do you know who died today?
Buropa d ied .
ZBUS
(Leaps high up in  the t r e e  to p .)  T h a t's  im possible!
HERMES
Ju st w ait.
THB NINETEENTH
(With growing lam entation .) Buropa lived  through the one who l i e s  
h ere . She strode by th e  dance of h is  legs—she breathed by the  ardent
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stream of h is  words. He l i f te d  her up to  her throne—he praised  her, 
up to  the  s ta r s —h is  breath  pushed her to  d r i f t in g  clouds across the  
skleB. He placed her near the s ilv e ry  moon in  the pale  n ight—inac­
cess ib le  to  u s . (After a pause.) Eumelos dead. We are  d ese rted . Who 
w ill show Europa to  us now? Through h is  eyes we saw Europa. Who w ill 
lead us now before her seat w ith worthy dancing steps? Who w ill  throw 
us down and teach us reverence? Who w ill t e l l  us Buropa*s fab le  with 
m agnificient rev e la tio n ?  (A fter another pause.) We remain lik e  or­
phans. He took our tre a su re  with him. We are jin g lin g  with copper 
co ins. The sound i s  poor—we are  a l l  beggars. (Looking up.) Your 
s i le n t  question i s  seeking fo r an answer? Why has he gone away from 
us? Why did he make th i s  reso lu tio n ?  Why did he go from Europe's 
s ig h t so soon? Why did he make him self dumb and shabby, as the dead 
are?  (Almost e x u lta n t.)  He i s  not shabby—Eumelos is  the  most wealthy. 
He 1b laughing now in  h is  happiness. He i s  e n tire ly  happy. Don't ask 
here—d o n 't seek here. I want to  t e l l  you where I'm  going to  say i t .  
Carry th i s  bu rsting  shrine of happiness on your shoulders and s tr id e  
in  the bo ldest dancing s tep . Your wreaths on top of him—and flow ers— 
more flow ers—flow ers a l l  over him. (They place him on th e i r  shoulders, 
lay  th e  wreaths on him and p u ll bunches of flow ers up which they  to ss  
on him, u n t i l  he i s  e n t ire ly  covered.)
THE NINETEENTH
I w ill lead you, where I ' l l  lead you—and dance more quickly , dance 
more f re e ly . (With liv e ly  dance steps th e  procession withdraws. Zeus 
and Hermes swing down out of the t r e e  to p .)
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ZEUS
What kind of a woman is  th a t ,  th a t  makes women out of men?
r  HERMES
This Buropa w ill  hardly liv e  up to  your ta s te .
ZEUS
Why not?
HERMES
Because you go In fo r the more r e a l  ones In your human ex istence .
ZEUS
Isn ’t  i t  painted fo r me in  th e  most a l lu r in g  colors?
HERMES
A fter a l l ,  from what we’ve heard, she seems ra th e r  c o lo rle ss .
ZBUS
She blooms strong ly  In my blood.
HERMES
(Shrugging h is  shoulders.) Pure l ig h t—fragrance—breath—I don’t  know, 
i t  only promises a feeb le  p leasu re  fo r  you.
ZBUS
My passion Is  able to  Inflame a stone.
HERMES
Provided you advance f a r  enough, to  be e f fe c tiv e .
ZBUS
Bven to  the  l im it .
HERMES
I ’m a f ra id  you w ill come-back weak from her In a c c e ss ib ility .
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ZEUS
(Seizing Hermes.) Become weak? Because she I s  Inaccessib le?
HERMES
You heard I t  from twenty w itnesses. That Is  th e  reason why one of 
them took h is  l i f e  In the &ea.
ZEUS
Yes* t h a t 's  I t .  The wonderful re s is ta n c e  of t h i s  woman promises a 
dazzling  extreme of beauty. What good are charms, offered  fo r sa le —• 
the woman, whom I seek, must be Inaccessib le  fo r  a l l —fo r a l l ,  u n t i l  
I  come. She must be guarded by te n  fo ld  ram parts, then  I t  w ill tempt 
me, then  I t  w ill spur on my s k i l l .  I  l e t  her p lay , I destroy  opposi­
t io n  a f te r  opposition , she sees me approaching—step by step—I r ­
r e s i s t ib ly —th e re  I s  no stopping—I execute th e  la s t  leap—we stand 
eye to  eye, and shouting aloud fo r  joy, she sinks In to  my arms. That 
I s  the  p leasu re , which I need—th e  game In which I become most a l iv e . 
And then  I  triumph, as I  wish.
HERMES
You possess an overpowering energy of speech.
ZEUS
Do I  make even your o b s tin a te  goat skin tender?
HERMES
Agreed. Europa i s  yours, or—
ZEUS
No o r . Come we m ustn 't lose th e i r  tra c k .
You stay  behind me. You know 
necessary precaution .
You explore the s i tu a tio n .
And you w ill be master of the  
d ire c tio n  of the  p rocession .)
HERMBS
In your excitem ent, you may lack the
ZEUS
HERMES
s itu a tio n . (They s te a l o ff  In the
THE SECOND ACT
(A c irc u la r  courtyard surrounded by a marble w all. In the center a 
short column stump—of th e  type of grave marker with the top broken
o ff in a s la n t .  Doors to  the  l e f t  and behind.)
AOBNOR
(In  heavy baggy garments of black and gold—embraces the  column.)
Cadmus—I stand in your court, a s  I  do every day a t  t h i s  hour, in
order to  c a l l  you. CadmuB—d o n 't you hear me today e ith e r?  Does my
cry g lide  along to  the s ilen ce  of the  m otionless heavens and sink un­
heard in to  the  sea? Cadmus—Cadmus—are  you s t i l l  among the  liv in g , 
who a l l  liv e  w ith graying h a ir  and hopeless in firm ity? Must only 
your f re sh  youth d ie?  Abundant in  old age, with a l l  th e  s treng th  of 
my re s ig n a tio n , I  can not make up my mind to  believe i t .  Nor do I 
have the w ill to  res ig n  m yself. As you have l e f t  th i s  house of your 
happy childhood—whoever had a childhood lik e  yours in  th i s  house?— 
so you come back: one morning you stand in  th e  door, and my glance
f a l l s  on you from my bed, and I  tu rn  on my side and sleep th e  heaviest
- dream. I  do not bother you w ith a reproach—I do not ask you where 
you have been and where you are going, a s  fa th e rs  tend to  torment 
th e i r  growing sons—your presence again has answered the r id d le , and 
a l l  i s  forgiven and fo rg o tten . (B ursting out in  lam entation.) Why 
have you l e f t  th is  house? Have I  made you angry? Have I  f a i le d  in 
t h i s  or th a t?  I  c e r ta in ly  do not know i t .  You lived  with me p ro tec ted
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and cared fo r .  Wasn't I t  enough? I  w ill s tr iv e  fo r Improvement with 
a l l  my a b i l i t i e s .  I promise i t  to  you—I swear i t .  I t  Is  not the 
vow of a fa th e r , which changes quickly—i t  I s  the  oath of a king. 
(A fter a s ile n c e .)  I  have b u il t  th is  b u ria l courtyard in  order to  
have a p lace fo r my te a r s .  I have erected  th i s  grave marker—-should 
I make up my mind to  have your name ch iseled  in  the stone? Then I  
would give up my one hope and bereave myself of the  la s t  confidence. 
Then everything would grow d u ll and grey and s i le n t .  (S trong ly .) A 
fa th e r  g rieves fo r  h is  son. Shouldn’t  the winds rage and roam over 
the ea rth  and never r e s t  u n t i l  they bring  me a message from Cadmus? 
(Out of both doors two long armed humpbacked Doorkeepers e n te r .)
AGENOR
(Full of w rath.) Do you dare to  break in  here?
SECOND DOORKEEPBR 
(Encouraged by a sign from th e  f i r s t . )  We have been looking fo r—
(He in d ica tes  fo r th e  other to  speak.)
FIRST DOORKEEPER
AH over th e  palace—
AGENOR
Can’t  you two w ait? I s n ’t  the  day empty and long enough?
SECOND DOORKEEPER
We would be p a t ie n t—
FIRST DOORKEEPER
We want to  be p a tie n t—
AGENOR
Who d o esn 't r e s tr a in  h is  haste  a t  t h i s  threshold?
BOTH DOORKBBPBRS 
The strange messenger, vho asks fo r  you.
AGENOR
(Astonished.) A messenger—and strange—and asks fo r  me? Don’t  
you know him? You say—stran g e . He must be strange—otherwise he 
would already have come without being announced. Strange messenger— 
not a word; th a t trem bles with such a fam ilia r  sound. He comes to  
f i l l  th e  house with l i f e  again . Strange messenger—nearest f r ie n d .
(To them bo th .) Lead him here , I  know him. Greet him fo r me and 
esteem him h igh ly . I ' l l  welcome him here standing up. I am no king 
fo r  him—I am only a f a th e r .  Run and re tu rn . (They both e x i t . )
AGENOR
(L iftin g  h is  arms upward.) Wind—have thanks. Currents of a i r —be 
thanked. Glory to  your se rv ic e . You d o n 't blow Id ly , you bind the 
liv in g  to  the liv in g —and where i t  l iv e s , i t  f i l l s  the ea rth  with 
sound from one end to  the  o th e r. For the la s t  time I have looked a t 
t h i s  court of pain—th is  marker of fa th e r ly  g r ie f ,  now th e  stone 
sprouts w ith the  ro o ts  of my Joy and spreads flow ering boughs of hap­
p iness over the e n tire  house. Cadmus l iv e s  and send h is  messenger.
THE TWO DOORKEEPERS 
(Bnter a t  the l e f t  with Hermes.) That i s  King Agenor. (Both e x i t . )
AGENOR
(Approaching Hermes, q u ick ly .) I  am walking toward you. Put a l l  
shyness away. Before you I  am d iscard ing  a l l  my d ig n ity , which I  have 
among men. A ll th a t  Is  l e f t  I s  your vo ice, which sinks in to  my sou l.
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HERMES
(Stops In astonishm ent.)
AGENOR
Don't look around. Don't be su rprised  a t anything. This i s  a court 
b u i l t  by. an eccen tric  mood. But anyway my explanation would be obso­
le te  a f te r  your message. T e ll me now.
t
HERMES
(Composing h im self.) My lord  has landed in th e  meadow of your e s ta te .
AGENOR
(In  the  g rea te s t Joy.) I s  he already here?
HERMES
He i s  de ta in ing  him self however.
AGENOR
Why d o esn 't he come?
HERMES
He i s n ' t  sure of hlB recep tio n .
AGENOR
t
I accept him with open arms.
HERMES
His wish i s  d e lic a te  and daring .
AGENOR
F u lf i l le d , as  I  am ab le to  f u l f i l l  i t .
HERMES
He gave me a message—
AGENOR
To me h is  command.
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HERMES
He asks fo r the hand of your daughter Europa.
AGENOR
(R ecoiling, shaking h is  head.) The b ro ther d o esn 't want h is  s i s t e r .  
(Again to  th e  column.) B eau tifu l hope s t i f f le d  in the bud. Hope 
th a t warms with a l iv e ly  f i r e —in order to  make th i s  stone fe e l  twice 
a s  co ld . Cadmus—-Cadmus, must I r e a l ly  engrave your name in  the cold 
column?
HERMES
(W histles through h is  te e th  in  h is  s l ig h t embarrassment.)
AGENOR
(Rising q u ick ly .) Who i s  your master?
HERMES
(In  an e f fo r t  to  make good h is  obvious b lunder.) We won’t  ta lk  about 
him any more. A whim of h is ,  as you say. My lord  i s  merry and in  
good s p i r i t s .  But you bear a sorrow. Share i t  with us, th a t we may 
share i t  w ith you.
AGENOR
(Being p leasan tly  touched, re fu se s .)  Let us not ta lk  about i t .  I t  
i s  s t i l l  mine. Let us share p leasu res, which w ill  quickly bind our 
frien d sh ip . Where have you arrived  from on my green meadow?
HERMES
No, every thought would be o ffensive. I  am e n tire ly  under the  sp e ll 
of th i s —(He glances around questlon lng ly .)
AGENOR
Well—I had p referred  to  be s i le n t ,  however your c u rio s ity  p leases me.
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HERMES
I t  springs from an honest mind.
AGENOR
I could begin with the phrase, which i s  generally  used fo r r e l i e f  
in  argument: know then—(He stops.) But i f  you a re  le s s  presump­
tuous and respect my g r ie f ,  which h inders the more a r t i s t i c  and more 
personal phrases—(He looks a t him.)
HERUES
(Encouraging.) Know then—■
AGENOR
(Relieved, nods in  a s se n t.)  A son of mine grew up. A very wonderful 
inheritance  from my w ife, so th a t s t i l l  today I go to  her tomb with 
Joy and Ju b ila tio n . E xcellen tly  formed of body and s p i r i t —a human 
being of supreme harmony. I pro tected  him as a game keeper p ro te c ts  
a young deer th a t he f in d s  in  h is  woods. Seventeen years I cared fo r 
him with such wonderful success, th a t  I  had no m isgivings concerning 
the fu tu re . However, time r id ic u le s  our fo re s ig h t. On the day, on 
which he was eighteen years old; I prepared a ce leb ra tio n  of the 
g rea te s t ex ten t, fo r  w ith th is  year the royal son would become h e ir  
apparent. On the morning of th a t day, we could not find  Cadmus—and 
d id n 't  find  him before evening—and not a t  a l l .  He sent no message— 
although I waited every hour fo r a message from him. Forgive my 
emotion, with which I greeted you fo r  another—and le t  you fe e l  my 
disappointm ent. (A fter a declin ing gesture from Hermes.) I f e l l  
in to  my old understandable e rro r; I see in  every g rea tly  welcomed 
guest a messenger. (B righ tly  continuing.) In the  night before h is
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b irthday , Cadmus had l e f t —without g ree tin g  and fa rew ell, without 
explanation and reason. We have guessed a t  t h i s  r id d le  In confusion 
and haven*t come nearer to  the so lu tio n  by one Inch. He confronts us 
w ith the f a c t ,  and the fa c t Is  as  cold a s  Ice . What you see here, Is  
an expression of my fe e lin g s . I  mourn fo r  my son as  a dead person. 
But one th in g  Is  l e f t  fo r  me to  do— -(He passes h is  hand over the  
fro n t of the column.) I t  would be the  la s t  serv ice  of love, and I 
shrink from I t .
HERMES
(Stepping n ea re r.)  Now I am ashamed, to  want to  deprive you of your 
daughter.
AGBNOR
(Looking up su rp rised .)  Why?
HERMES
She Is  your only remaining comfort.
AGBNOR
(As befo re .)  Europa?
HERMES
She I s  now your only c h ild .
AGBNOR
(With a sweeping g e s tu re .)  She i s  not my c h ild .
HERMBS
King Agenor!s daughter Is  not Buropa?
AGBNOR
(P assio n a te ly .) Buropa Is  no human c h ild , Buropa I s ,  what I s  she?—
I don!t  know? Our guesses wander In darkness. S trik e  your forehead
ag a in st th i s  w all, and you w ill ra th e r shake the wall than her stub­
bornness. Stubbornness, I c a l l  I t .  I as her fa th e r  use th is  word.
What o thers th in k , I do not ca re . Since I  am her fa th e r , haven 't I 
the r ig h t ten  tim es over?
HERUBS
Only a fa th e r  knows h is  ch ild .
AGENOR
And th e re fo re  I am not her fa th e r , I — (He breaks o f f , looking around.)
HERUES
A*
(Approaching him, subdued.) I s  your daughter as b eau tifu l as pale 
moonlight?
AGENOR
(Looks a t  him su rp rised , t i l t s  hiB head, nods.) She I s .
HERMES
Is  her presence lik e  pure breath?
AGENOR
(More and more as to n ish ed .) Yes.
HERMES
Her head domineering.
AGENOR
Yes, yes.
HERMES
And she I s  proud even to  In a c c e s s ib ili ty .
AGENOR
(Moving back one s te p .)  You know i t?
I l l
HERMES
I hear I t .
AGBNOR
And nevertheless your lord asks the question?
HERMES
Perhaps h is  request Is  b e t te r  founded than th a t of o th e rs .
AGENOR
With youthfulness—w it—Joy—fire ?  He w ill be m istaken. There w ill 
be only one answer from her mouth—I f  she th in k s he Is  worth an answer: 
NO—NO—NO— . I want to  spare him the In su lt and t e l l  him th is :  i f
he has entered the meadow with th i s  In ten tio n , then he should hasten 
to  dep art. Otherwise he w ill d e f in ite ly  receive her re fu s a l ,  a s—
(With quick g es tu re .)  D etain him on h is  way here, i t  i s  a vain e f fo r t .
HERMES
If  he w ill only believe me.
AGENOR
He w ill have to  believe I t .
HERMES
Why must he?
AGENOR
The twenty fo ld  example of the best sons of my land w ill  help him.
HERMES
Why do they tro u b le  themselves over Europa, I f  th e re  i s  no use?
AGENOR
(S ile n t fo r a moment.)—That !s what i t  i s .  I do not understand my 
own ch ild .
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HERUES
1*11 have to  bring  my lord a c lea r unequivocal answer.
AGBNOR
I fe e l  I t  even In th i s  darkness, where nothing Is  so lid  to  the touch. 
(He pu ts h is  hand to  h is  fo rehead .)
HERMES
Also my master I s  young and r ic h —
AGENOR
(Signaling him not to  say what he was about to  say .) From a grand­
fa th e r .
HERMES
(Blowing out h is  cheeks.) Grandfather—
AGENOR
I must go back in  order to  give you a c le a r  p ic tu re . My fa th e r  re ­
ceived the  empire, exactly  a s 'I  ru le  over I t  today: a realm of fre e
men. For many decades no war has come to  the country. Wars became 
legendary, In which th e  neighbors were put down and exterm inated. We 
knew no enemy In the North and East and South and West. The weapons 
grew ru s ty  In the c e l la r s —I don’t  know what a sword I s ,  or a spear, 
or a sh ie ld . Names, which no one Is  able any more to  f i t  to  the  cor­
responding o b jec t. Whom do we wish to  f ig h t aga in st?  You don’t  
f ig h t aga in st the  a i r .  And flow ers a re  not enemies. Thus we could 
engage In the prosperous works of peace. To th e  prosperous works of 
peace—I have advanced them, I can fran k ly  admit I t .  I ’ve favored 
them ro y a lly . I  have a lso  had success, you w ill encounter i t  where 
ever you go. I  do not r e f e r  to  bu ild ings and th e i r  fu rn ish in g s—a l l
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th a t  is  t r i v i a l .  I  would ra th e r  emphasize the  change of the soul of 
my realm in to  gardens. The meadow, th a t you mentioned, i s  adorned 
with flow ers so a r t i f i c i a l  th a t every tr e e  in  the woods has been 
planted according to  a planned design. The large dense willow stands 
th e re  so proudly th a t I have recen tly  with a g reat deal of troub le  
ordered some tran sp lan tin g  done. Take th i s  a s  an example of the ex­
te n t of our physical work. (Strongly emphasizing.) And i t  i s  l e f t  
behind by the work done with our minds, on ourselves. Bvery noisy 
sound i s  banished. Bach awkward gestu re paralyzed . Haste has been 
appeased and‘b u stle  i s  suppressed. We are  the f r u i t  th a t  ripened in  
two genera tions. Here the  s ig h t w ill be an experience fo r  you. This 
experience has become the most valuable of my s p ir i tu a l  possessions. 
A ll—none can forsake—(He s to p s .)
HERMBS
We too have not missed th i s  im pression.
AGENOR
(B agerly .) Have you encountered our men?
HERMBS
We had th e  p leasure  of seeing them fo r a moment in  the  meadow.
t
AGENOR
Arenft  they  b u i l t  to  make the h ea rt of a g i r l  re jo ic e?
HBRMES
They seemed to  us to  be very much lik e  g en tle  g i r l s  them selves.
AGENOR
Haven’t  they  discarded everything, th a t i s  rude—th a t i s  course?
HBRMES
They d idn ’t  even walk anymore—they danced.
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AGBNOR
The dance i s  the la s t  s tag e . In the dance our roughness i s  lo s t  
even to  the core. The dance i s  the expression of the  complete 
moderation of motion. We have gone so f a r ,  i t  should be the climax—
HERMBS
That i s  what i t  i s .
AGENOR
(Shaking h is  head.) Buropa i s  s t i l l  cool, i t  i s n ’t  enough fo r h e r.
HERMES
What does she want then?
AGENOR
What does she desire?  I  ask myself, I to r tu re  myself, to  t r y  to  under­
stand h e r. The nimblest dancer, who ieaps lik e  a b reath  of a i r  over 
the  ground—almost e th e rea l—fin d s  no favor from h e r . The man i s  s t i l l  
a man, and a residue of heaviness must c lin g  to  him, otherwise he 
i s n ' t  a l iv e .  She can not marry a i r ,  however.
HERMES
No.
’ AGENOR
(C o n fid en tia lly .)  And th a t has become my g re a te s t sorrow. She i s  a 
ch ild  and deipands th e  Im possible. Where should fu rth e r  Improvement 
lead then , i f  th e  gen tle  motion of th e  dance i s  s t i l l  too strong . An 
unending calm means the end. And as my fam ily d ies away, so the  l a s t  
man w ill soon vanish from the f ie ld s  of my country. My daughter se ts  
th e  p a tte rn , and n a tu ra lly  everyone stands behind the k in g 's  daughter.
I had my e n tire  hope se t on Buropa, who should presen t me w ith an h e ir
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to the throne. I lo st my son—now I must learn how to  give up hope 
for a grandchild. (He pauses.) CadmuB—Buropa, It i s  so: my c h il-  
dren give me a d if f ic u lt  problem.
HBRMBS
(With re so lu tio n .)  I  wish to  speak with my young lo rd .
AGENOR
You see i t  i s  hopeless.
HERMES
My master dances lik e  a god.
AGENOR
And i f  god dances lik e  your m aster, he would not shake Europa.
HERMES
Do I have your fa th e r ly  permission?
AGENOR
I am so rry .
HERMES
I t  i s  worth a t r y .
AGENOR
I ’ l l  prevent i t .
HERMES
E n tire ly  without o b lig a tio n .
AGENOR
I w ill only become r ic h e r  through a b i t t e r  experience.
HERMES
Today he p ra c tic e s—tomorrow he w ill perform.
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AGENOR
And i f  he p rac tic e s  fo r  ten  years , i t  w ill be fo r  nothing.
HERMBS
I s  i t  worth i t ?
AGENOR
Spare me the pain .
HERMES
T h a t's  a bargain . (He tw is ts  him seif around in  a dance s tep , which 
surpasses th e  dance on the  meadow in  lig h tn ess  and f ig u re s , moving 
toward the l e f t  en trance .)
AGENOR
(D elighted.) B eau tifu l—lovely—wonderful.
HERMBS
(R estra ins him self and b u rstin g  out laughing tu rn s  around.) We keep 
our promise. (ExltB .)
AGENOR
( S t i l l  looking a f te r  him.) What was th a t?  (In v o lu n ta rily  drawn in to  
the dance, he approaches th e  l e f t  en trance. As th i s  i s  opened, he 
h e s i ta te s .)  What i s  th a t?  (The procession en te rs  in to  the co u rt, 
a s  i t  had l e f t  the meadow.)
THB NINETEENTH
We are bringing you th e  happiest of the  dead.
AGENOR
The—th e—
THB NINETEENTH 
The liv in g  dead—dead and th e re fo re  r e a i iy  liv in g !
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AGBNOR
What does th a t mean?
THE NINETEENTH
(To th e  o th e rs .)  Follow me fa r th e r . (Before the column.)
Put him down h e re . (They do I t . )
AGENOR -
A ll I  see Is  flow ers.
THB NINETEENTH
We plundered th e  meadow and decorated him. Unveil him again .
(They do I t . )  Look a t  him.
AGENOR
(Confused.) Bumelos? I s n 't  I t  Bumelos?
ALL
(Murmuring.) I t  I s  Bumelos.
AGENOR
Bumelos In th i s  dripping wetness. Hair and c lo th ing  soaked— 
Bumelos drowned?
ALL
(S ile n t.)
AGENOR
D id n 't he drown? (H astily .)  Did he drown him self?
ALL
(S ile n t .)
AGENOR
(Seizing th e  nearest one.) Could no one save him? D on't you always 
go together?
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He ran  ahead today—
And as you arrived?
We couldn’t  fin d  him.
And when you were the re?
He d r if te d  In q u ie tly .
ONE
AGENOR
THE SAME
AGENOR
THE SAME
AGENOR
(Covering h is  head.) I  am sad. My heart I s  to rn  with t h i s  pain .
I  want to  see no more splendor. Bumelos was close to  me, you d id n 't  
suspect I t .  I  had secre t wishes fo r  him—I nourished a hope, as  a 
fa th e r ,  who has a daughter, nourishes hope. I  confess i t —I would 
have p re fe rred  him to  marry Europa. What a  disappointm ent—I t  has 
come to  nothing. Why th a t—why? Why dead—and why a t  h is  own hands?
THB NINETEENTH
Now he has married h e r.
AGBNOR
He who Is  ly ing  so s t i f f l y  on th e  ground?
THE NINETEENTH i
In  the  only manner, th a t  i s  worthy of Europa.
AGENOR
What do you know?
t
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THE NINETBBNTH
I know, I see. I can see through the w alls of h is  s ilen ce . He Is  
speaking. Don't you hear? Look: d o esn 't the word s t i l l  bloom round
h is  mouth—th a t  word—Europa? Look up: d o esn 't Bumelos roam round
us In a dance a6 lig h t a s  a fea th er?  I s n 't  Eumelos fragrance—breath? 
Where i s  h is  heaviness now? D idn 't he s t r ip  I t  from him self and le t  
i t  f a l l  lik e  a garment, th a t  has become troublesome. The garment I s  
ly ing  here—Bumelos rose up—upwards—fre e —unincumbered. Now he i s  
loving and happy—now he can marry. Now fragrance combines with 
fragrance—breath  w ith b reath : Bumelos and Europa are u n ited . In  the
I
shadowy t i e  both are  happy, th e i r  wedding i s  d iffu s in g  a wonderful 
b rea th . Breathe in  and g ree t them by breathing out. Europa is  
m arried—Eumelos embraces her a s  l ig h t as a cloud. (To Agenor.)
Now your wish i s  f u l f i l l e d .  The fa th e r p laces hlB daughter in  the 
arms of the  nim blest man. (To the o th e rs .)  Dance—dance a Joyous 
wedding dance.
AGENOR
(Speechless.) I s  th a t  i t —
THE NINETEENTH 
We dance on the  wedding day. (They begin th e i r  dance.)
AGENOR
(R oyally .) No. I  fo rb id  i t .  (They stand q u ie tly  and look a t him.) 
Here I  command you to  s to p . This i s  the  l im it .  Here—(He s to p s .)
Take your burden away—th a t which i s  dead, i s  dead. No path  leads 
beyond. Leave me alone. I must c o lle c t myself—I am confused. Bury 
th e  dead—and c a ll  me to  the  crem ation. I w ill make i t  known, th a t
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we bury th e  one who has breathed h is  la s t  b rea th . (They have 
shouldered the body again and remove themselves in  qu ie t s te p s .)
AGENOR
(Stands r ig id ly —then he runs to  the  door, p u lls  i t  open, remembers 
and c lo ses the door and fa s te n s  i t .  Shivering.) That i s  enough— 
th a t i s  the lim it, which I w ill not allow to  be surpassed. With no 
favor—w ith no mercy. I  sh a ll harden myself against my own f le sh  and 
blood. I s  the  man in  the  dance s t i l l  too  rough fo r  her—too ponderous- 
so th a t  she may not complain to  me? I believe th a t I a s  her fa th e r 
have met the  wishes of a g i r l  more than i s  due. I  have exceeded the 
l im it .  (Clapping h is  hands together over hlB head.) What have I  seen? 
Here one lay , who drowned him self—in  order to  be worthy of Buropa. 
Scales a re  f a l l in g  from my eyes. Where does the way lead? That i s  
c e r ta in ly  th e  beginning of the end—now close a t  hand. Tomorrow they 
w ill bring  the  next—the next morning the  th ird —on another day the 
fo u rth , f i f t h — (B ursting o u t.)  What does Europa want? I s n ’t  she 
f le s h  and blood—of so lid  f le sh  from fa th e r  and mother. (S trong ly .) 
Europa d o esn 't want—Europa s h a ll .  This i s  th e  command of the k ing.
My sorrow has come to  overshadow th e  e n tire  land. I  must m aintain 
th e  power of th e  people. I t  i s  not the end of a l l  days—the people 
have a r ig h t to  l iv e  and to  liv e  happily  and e a s ily , as  I  make i t  
po ssib le  fo r  them in  my empire. Buropa must—th a t haB become the 
p ivot p o in t of th i s  a c tio n . I  must a c t  qu ick ly . I  must fo rce  her 
to  make up her mind. She must be s a t is f ie d .  With her sky-high 
wishes she has no r ig h t to  d rive  a l l  of them in to  th e  abyss. I w ill 
speak my emphatic word—I have an e n tire  people to  p reserve , i  am
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giving her the  la s t  time or re f le c tio n —(Behind the l e f t  door the 
quarre ling  voices of th e  Doorkeeper and Hermes.)
DOORKEEPER
I t  I s n 't  allowed.
.HERMES
Make way th e re .
DOORKEEPER
The en try  to  the court of the  dead i s  d e f in i te ly  p ro h ib ited .
HERMBS
I was already In th e re  once. (He fo rces  the door open, pushes the 
Doorkeeper a s id e , and steps In with a sigh of r e l i e f . )  This foo l—
DOORKEEPER
This man—
HERMES
Are you sure, th a t I  am the  lik e  of you?
DOORKEEPER
(Looks a t  him with concern.)
AGENOR
Leave me alone with him.
DOORKEEPER
(With a contemptuous gestu re toward Hermes, s o f t ly .)  The lik e s  of 
me? Im poster. (B x its .)
AGENOR
(Quickly moving towdrd Hermes.) I s  your master coming?
HERMES
No.
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?Shere I s  he?
In  the meadow.
Why does he h e s ita te ?
He I s  p rac tic in g .
What?
AGBNOR
HERMBS
AGENOR
HERMES
AGENOR
HERMES.
His dance.
AGBNOR
(Shouting fo r  Joy.) His dance?
HERMES
He Is  absorbed In th e  m a tte r. He d o esn 't need days—weeks, he w ill 
be ready th i s  evening. This evening he w ill dance fo r Europa—and 
I f  she I s n 't  s a t is f ie d  w ith him—
AGENOR ■
She w ill be s a t is f ie d .
HERMES
Are you going to  allow him to  dance?
AGENOR
I am giv ing  the order. I  have already  pledged my word In  your 
absence.
HERMBS
In th e  meantime have you prepared your daughter?
AGENOR
No. I ’m not going to  speak a sy llab le  to  h er. I  want to  le t  her 
have no tim e. I  have formed my re so lu tio n .
HERMBS
My master w ill be v ic to rio u s .
AGBNOR
E n tire ly  Im m aterial. A ll sh a ll dance. This evening. I am arranging 
th i s  co n te s t. He who comes o ff v ic to r  I s  a l l  the same to  me. I w ill 
pass judgment.
HERMES
Your daughter w ill not be disappointed .
AGENOR
I ’ l l  make I t  easy fo r  h er. I ’ l l  allow the dance one more tim e.
That Is  th e  f i r s t  and la s t  th ing  I  can do. She must be s a t is f ie d  
with I t .
HERMES
You a re  a most gracious fa th e r .
AGENOR
I t  I s  an in s t i tu t io n  from above.
HERMES
You a re  more nearly  r ig h t than you suspect.
AGENOR
A ll sh a ll dance. I  w ill have them a l l  m arried. They sh a ll have 
th e i r  dances one a f te r  the  o th er. I  w ill do my best to  be Ju st.
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HERMES
I t  w ill be a g rea t evening.
AGENOR
The most b eau tifu l of my l i f e .  And I have the  conviction to  do the 
b e s t, and a t  the same time to  obey the n ecess ity . I t  I s  a p leasan t 
sensation .
HERMBS
Every Inch a king.
AGENOR
However, keep s i l e n t .  I am expecting everything from th is  su rp rise  
and nothing from making I t  known.
HERMES
We w ill keep s i le n t  under the seven se a ls .
AGENOR
Even your master him self sh a ll remain hidden u n t i l  to n ig h t—
HERMBS
In th e  shadow of the  willow.
AGENOR
Now th e  old willow I s  f u l f i l l i n g  your aim.
HERMES
Also a king never a c ts  without sense.
AGENOR
This w ill be demonstrated to n ig h t. (He s tre tc h e s  out h is  hand to  him.)
HERMES
(Shakes I t . )  I t  i s  as  much as accomplished.
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AGENOR
(E xits through the upstage en trance .)
HERMES
(He w aits , then w histles sh arp ly .)
ZEUS
(Appears on the  wall to  the  r ig h t . )
HERMES
(Running to  him.) Quickly.
ZEUS
(Climbs on Hermes shoulders Into the co u rt.)  Where a re  we?
HERMES
In the  court of the  dead.
ZEUS
Where Is  she?
Caution.
When do I see her?
This evening.
Im possible.
HERMES
ZEUS
HERMBS
ZEUS
HERMES
I have promised not to  go fu r th e r  before evening.
ZEUS
And then?
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HERMES
You nay dance.
ZEUS
And then—
HERMES
(Solemnly.) You w ill be a t  your d e s tin a tio n .
ZEUS
D on't torment me.
HERMES
Europa w ill belong to  the  l ig h te s t  dancer.
ZEUS
Does Bhe say th a t  h e rse lf?
HERMES
(A fter h e s ita t io n , f irm ly .)  Yes.
ZEUS
(Exclaiming.) Europa belongs to  me. I w ill dance her out of her 
senses—1 sh a ll leap lik e  the drunken Dionysus h im self. (He executes 
a few goat lik e  leap s .)
HERMES
T h a t's  the worst of a l l .
? ZEUS
(Pausing.) What's wrong with th a t7
HERMES
You must compose a completely new dance. A dance which Is  not a 
dance. A dance lik e  the  long haired  b ro thers s t r id e .  You under­
stand—s tr id e .
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ZBUS
Does Europa lik e  a slow rhythm?
HERMES
The con tro lled  rhythm. T h a t's  why I'm  warning you. You are  v io len t 
and passionate In your human nature—d o n 't le t  yourself be ca rried  
away by temperament. Apply re in s  to  I t .  Dance solemnly—m is tily — 
almost shadowy. R estra in  yo u rse lf.
ZEUS
I won't be able to  do I t .
HERMBS
At the b es t: be a cloud. Small, l ig h t fea th e r cloud, th a t  tw is ts
and tu rn s  i t s e l f  and makes a th in  whirlwind. Disolve yourself—be 
without substance, f in a l ly  a white shadow, through which one can 
s tic k  h is  f in g e r .
ZEUS
(Rising q u ick ly .) Qood, I must consider. As you say: shadow lik e .
HERMES
That I s  the  best way to  success. What comes to  pass then , th a t Is  
c e r ta in ly  your look ou t.
ZEUS
Let th a t be my business—and yours w ill be to  prepare me fo r th i s  
occasion.
HERMBS
(Already running toward th e  r ig h t .)  Over the w all.
THE THIRD ACT
(The Hall of blue glossy stone. Prom a deeply se t middle p iece a 
stairw ay with many steps leads to  a surrounding p latform , which 
extends up stage . I t  is  surrounded by a s ta r ry  night sky. At the 
upper l e f t ,  a sing le  ch a ir , r ig h t  above, a number of c h a irs . A 
cu rta in  c loses o ff the open background of th e  center p iece , on the 
sides are  candlelabra with bowl shaped l ig h ts ,  burning green. Behind 
a t  the edge of th e  platform —turned away looking out in to  the  night 
sky—the maidens form a s tra ig h t l in e . Europa i s  in the cen ter: 
those standing on her l e f t  are  dressed in  yellow, th e ir  h a ir—bound 
in a high dome—blue in co lo r. To the r ig h t the c lo th ing  i s  blue 
and the  h a ir  yellow. Europa i s  in  white, her h a ir  covered in  gold 
dust hangs lik e  a heavy casque on her mature neck.)
AGENOR
(Entering in  th e  company of th e  Doorkeepers through the c u r ta in .)  
Nothing has been overlooked, in  order to  make th i s  a b eau tifu l 
evening of. dance. The order of succession, in  which th e  dancers 
w ill appear, has been s e t t le d .  Their humor i s  ex ce llen t. They w ill 
show th e ir  a b i l i ty  in  the  best l ig h t .  In  th is  consideration , as I .  
a lready  sa id , nothing has been—(Breaking o f f .)  What about the  new 
dancer, whom.you s t i l l  haven 't seen—whom even I haven 't seen—I wish 
to  recommend to  you to  wait on him with g rea te s t a t te n tio n . In case 
he expresses wishes—fo r  example, a wise change in  the lig h tin g , in
128
129
case he demands—anyway, be of assis tan ce  to  him—I am expecting 
ex traord inary  th ings from h is  appearance—c e rta in ly  the h ig h est—I 
may divulge th a t  much already . You le t  me down, I f  you le t  him down.
I w ill give the signal to  begin by clapping my hands th ree  tim es. Take 
your p laces . (The two Doorkeepers e x it  behind the c u r ta in .)
AGENOR
(Now looking up .) We have assembled fo r a b ea u tifu l evening in  the 
ballroom—(He h e s i ta te s ,  no tic ing  the empty s e a ts . As he l is te n s  to  
the voices above, he quickly climbs the  s tep s . The maidens begin to  
count o ff from le f t  to  r ig h t .  One—two—th ree—fo u r—fiv e —e tc .)
A MAIDEN
(Shouting fo r  Joy.) T hirteen—my s ta r .  (They look again q u ie tly  in to  
the  sky.)
AGENOR
(Watches then su rp rised . New count.)
A MAIDEN
Twenty—iny s ta r .  (S ilence ag a in .)
AGENOR
(Approaches them. New count.)
BUROPA
Eleven—my s ta r .  (Another count.)
BUROPA
Eleven—
.ALL
Eleven again .
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BUROPA
A double Btar fo r  me.
ALL
A double s ta r  fo r  Europa. (They become s i le n t  and stand as b e fo re .)
AGBNOR
(Stepping behind Europa.) What does th a t mean?
BUROPA
No meaning. We a re  amusing ourselves. What meaning should I t  have?
AGBNOR
(Shaking h is  head.) I  know.
EUROPA
We have Invented a new game. We play with th e  s ta r s .  When one f a l l s ,  
we count o f f ,  as long as I t  l a s t s ,  u n t i l  I t  d isappears—and whose 
number I t  I s  In the  row, th a t Is her s ta r .  I  have won tw ice.
AGBNOR
You disappoint me—
EUROPA
Papa.
AGENOR
Or d o n 't deceive me In te n tio n a lly .
BUROPA
Here we s i t  In the  h a l l  and s ta re  a t  the w alls , but th e re  I t  I s  more 
In te re s tin g , to  look in to  the s ta r ry  sky of n igh t.
AGBNOR
I see through your game.
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BUROPA
(Surprised to  the o th e rs .)  Do you have something e lse  In mind when 
you play?
AGENOR
I s n 't  I t  without meaning?
BUROPA
As long as  i t ' s  amusing—no.
AGENOR
(V io len tly .) I t  amuses you—th a t amuses youl
BUROPA
Does th i s  harmless p leasure which we have, d isgust you?
AGBNOR
I do not want to  h ide my emotions from you. I  am shocked.
EUROPA
Because we count shooting s ta rs?
AGBNOR
That becomes your excessive wish: s ta r  b rid es , s ta r  b rid es , not on
th i s  e a rth , In f r u i t l e s s  marriage—s ta r  b rid es . I t  i s  c le a r  as day— 
and I t  Is  tim e. Come.
EUROPA
But we d o n 't understand what I s  so c lea r  to n ig h t.
AGENOR
Not jUBt th i s  evening—fo r a long tim e. But I closed my eyes. I  
d id n 't  want to  see. Today I  became c lea r  sigh ted , a b o lt of lig h tn in g  
Illum inated the abyss, along which we were wandering. I  reco iled , 
shocked. I  a lso  know what your s ta r  I s  ca lled : Bumelos.
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EUROPA
(Laughing.) The good Eumelos—the l i t t l e  s ta r .
AOENOR
Y ou 'll dls'vover I t .  I have promised myself th a t no f ro s t  sh a ll f a l l  
on th e  flower of your maidenhood. Today I  can s t i l l  prevent I t — 
you should prevent I t  y o u rse lf. Don't be looking: what was. Is  dead,
and what Is  dead—Is  gone. In  the fu tu re  tu rn  your happy look—you 
a l l  should look in to  a happy fu tu re . Your expectation leaps to  the 
h ig h est, s i t s  q u ie tly —a residue of patience w ill reward you abund­
a n tly . (He tu rn s  h is  a t te n tio n  to  the Doorkeepers, who are stepping 
out exc ited ly  from below.) S it down, in the  mean time—(He quickly 
goes down r ig h t .)
EUROPA
(To the Maidens, s igh ing .) S it down. (They take th e ir  p laces
above to  the  r ig h t ,  drop th e i r  hands in to  th e ir  laps and look s tra ig h t
ahead.)
AGENOR
What's the  m atter?
FIRST DOORKEEPER
(Out of b rea th .)  Nothing.
SECOND DOORKEEPER 
(Also out of b re a th .)  No—nothing.
AGENOR
What causes your confusion?
FIRST DOORKEEPER
(Clenches h is  te e th  to g e th er, shakes h is  head, stands s t i f f l y  a t  th e  
l e f t  of the c u r ta in .)
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SECOND DOORKEEPER 
(S ta tions him self a t the  r ig h t . )
AGENOR
(Full of m isgivings.) The strange dancer?
BOTH DOORKEEPERS 
(Running toward Agenor, nodding eag erly .) Yes.
AGENOR
Have you seen him?
BOTH DOORKEEPERS 
We have seen-him. (Almost solemnly.)
AGENOR
I s  he plump, ugly—can’t  he dance?
FIRST DOORKEEPER
He i s —
SECOND DOORKEEPER
M agnificent.
BOTH DOORKEEPERS 
( Overcome.) M agnificent—m agnificent—m agnificent—
AGBNOR
(S a tis f ie d .)  M agnificent. Yes m agnificent. I  suspected i t ,  th e re  
i s  something about him, otherwise he would have fo rced  him self on me. 
Coming in  the la s t  hour—th ere  he i s —dances—dances—and wins. He 
looks good?
FIRST DOORKEEPER
I can’t  describe him.
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SECOND DOORKEEPER 
To see him i s  to  be ca lle d  fo rtu n a te .
AGENOR
You shouldn^ say anything to  me. I want to  drink in  happiness from 
th a t  which he o ffe rs  h im self. I am th i r s ty  fo r  h is  appearance. Does 
he even charm blind  men—your eyes a re  b lind  compared to  ours— 
(Breaking o f f .)  Control your excitem ent—do your serv ice—lis te n  fo r 
every sign—and pay a t te n tio n  to  my s ig n a ls . Ease your mind ou tside— 
here however I  have an in troductory  word to  say. (The Doorkeepers 
e x i t .)
AGENOR
(Climbs to  h is  ch a ir a t  th e  l e f t  above and s i t s .  As h is  glance f a l l s
on the  m otionless Europa, he becomes doubtfu l. F in a lly  arousing him-
0
s e l f . )  A b eau tifu l evening.
EUROPA
(Looks immediately away toward the  p rec ip ice . Then a l l  the  o thers 
look away.)
AGENOR
(S ta r ts  aga in .) The evening sky i s  most b e a u tifu l. Rapid s ta r s  
furrow golden paths in  i t .  Where from—where to?  A world a l l  th e i r  
own. The sky of n ight i s  indescribab ly  b e a u tifu l. (Shaking h is  head.) 
Indescribab le—i t  overcomes our s tren g th . The thoughts f ly  up—our 
fe e t  c lin g  to  the e a rth . We are c lev er, i f  we r e s t r i c t  ourselves. 
(S trong ly .) A b ea u tifu l evening fo r  dancing.
EUROPA
(Turning her head toward him.) A—
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AGBNOR
Yes—an evening fo r  dancing—
EUROPA
(Leaning back, slow ly.) A—
ALL
(Breathing lik e  Europa.) A—
AGENOR
(Firm ly.) I  have arranged th i s  evening. I t  was my w ill .  I alone 
have the re sp o n s ib ility  fo r  whatever may happen.
EUROPA
I am thankful to  you fo r th e  evening1s entertainm ent. And so are 
my playmates.
AGENOR
I am tak ing  care of your entertainm ent—as fo r your entertainm ent I 
have done, what only I  can do.
EUROPA
You a re  le t t in g  men dance.
AGBNOR
(A fter a pause.) My daughter, Buropa—Lovely daughter of my land,
I look across a t  you with fa th e r ly  and kingly  eyes. I can see, th a t 
you a re  the  daughter of happiness. I am glad th a t  I  can acknowledge 
i t .  I gather the f i r s t  f r u i t  of my i i f e  w ith th i s  adm ission. Benevo­
le n t circum stances undergird my work, I do not se t myself to  the f a ls e
t
god of my success—but the success heaps up wreathB upon us.
BUROPA
(Slowly.) When a re  the men going to  dance?
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AGENOR
They w ill dance, yes—th a t  i s  the object of my labor. And a ren ’t  
you going to  thank me? Haven’t  I  provided fo r you m agnificently?
For the  h ea rts  of the Maidens?
EUROPA
(Looks down a t h e rs e lf . Others do the same.)
AGENOR
I w ill share your fe e lin g s—I regard modesty as th e  most precious 
trea su re  a g i r l  has. I t  Is  sacred to  me—yet the words of an old mah.
A DOORKEEPER
(Comes through the cu rta in  and In confusion looks fo r Agenor.)
AGENOR
(S ignalling  to  him, s o f t ly .)  What’s happening?
THE DOORKEEPER
(S tre tch ing  to  him—whispering h is  message.)
AGBNOR
(Q uietly , with a short domineering g es tu re .)  He sh a ll—I command I t .
THE DOORKEBPER
(Descends and e x i ts .)
EUROPA.
(Poin ting  toward a f a l l in g  s ta r  which shimmerlngly descends In the 
r e a r .)  That b eau tifu l s ta r .
ALL THE MAIDENS 
(Counting qu ick ly .) One—two—th re e —four—
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AGENOR
(Loudly.) A fa th e r  and king may firm ly  touch the sec re t wishes of 
a g l r l f s h e a rt . Here we are  s i t t in g  without any w itnesses. Your 
wishes—you d.on't know them yourselves. How would you s a tis fy  them? 
You are d is s a t is f ie d —I say i t  openly now. Because too many of your 
wishes have been granted. (E agerly .) What f r ig h ten s  a g i r l?  What 
i s  repu lsive  to  her—what makes her shy and pushes her in to  a corner, 
where she quivers in  f r ig h t .  A g i r l ' s  te r ro r  i s  man—a s he comes 
fo rth  from crea tio n . Wild—shaggy—u n c iv ilized —roaring  as  he has 
behaved from h is  o r ig in . (A ll s ta re  a t  him.) I  d o n 't want to  
frig h ten  you with a sp ec tre . For we have banished i t .  Through two 
generations we have conquered man. The rev o lu tio n  was thorough.
What I  have prepared fo r  you, Buropa—and you, lovely maidens, today 
i s  in d ica tiv e  of the  h ighest degree of c u ltu ra l c iv i l iz a t io n . How­
ever a lso  the l a s t .  Beyond th a t  you w ill find  no path fo r  human f e e t .  
A residue  of heaviness remains—must remain in  order to  continue. I 
ea rn estly  promise you—and yet when supported by experience th i s  very 
day—we are close to  the goal. I t  i s  a tta in e d —and now must be 
d e a lt w ith .
A DOORKEEPER 
(Enters and mounts the  s tep s toward him.)
AGENOR
(Warding him o ff with both hands.) Nothing—nothing from below.
Your orders remain th e  same. Away with you.
A DOORKEEPER
(Quickly descends and e x i ts . )
AGENOR
The la s t  heaviness—so fa r  a s  i t  can fade—Is  overcome with the 
dance. The men dance—th e re fo re  be confident. They promise you 
and themselves a marriage without hardsh ips. Men, who dance, a re  
not clumsy husbands. You have to  bear them without com plaint. You 
must put up with them.
BUROPA
What does th a t have to  do with a dance?
AGBNOR
These are considerations which suddenly came to  me as  I saw you 
s i t t in g  in  a row. You are  a c tu a lly  to  be envied. I p ra ise  you 
a lread y .as  daughters of happiness. I  repeat i t  and repeat i t  again .
To grow up in  a land, th a t  knows no s t r i f e —where men brandish no 
weapons—where a l l  men have worked together to  make themselves bear­
ab le  to  the maidens of the  land.
BUROPA
Will th e re  be a dance th i s  evening?
AGENOR
We a l l  want to  enjoy th is  evening very much. I have arranged every­
th in g . They sh a ll  show, what they can do. They are not to  spare 
them selves, they w ill do th e ir  b e s t. And you, Europa, and you sh a ll 
designate the one, who in  your opinion has been most successfu l. You 
c a l l  the  s w if te s t, l ig h te s t  dancer f i r s t —and you se le c t th e  second, 
th e  th i r d ,  the  fo u rth . You count them o ff , as you counted o ff  with 
the  s ta r s —however these s ta r s  do not disappear in vapor and th in  a i r ,  
they  remain and are  p a t ie n t .  You are  not id le  sp ec ta to rs  a t  th is  
dance, you w ill be judges.
EUROPA
But they a l l  dance passably.
AGENOR
There a re  d iffe re n c e s . They sh a ll show them. You w ill fin d  them.
Make every e f fo r t—be p a r t ic u la r ,  but choose. What you find  w ill be 
of some Importance fo r  the  fu tu re . I  hope, of very nimble Importance. 
I want the sm allest burden fo r you—however no l i f e  begins without 
some p ressu re . I  th ink  about your p leasu re—pleasure above a l l ! - -  
This evening produces a l l  kinds of th in g s fo r  you. I t  I s  a b eau tifu l 
evening, the most b eau tifu l evening of my l i f e ,  considered through 
th e  eyes of a fa th e r  and sovereign. (He leans back w ith a  sigh of 
r e l i e f . )
A MAIDBN
(E n tire ly  In the r e a r .)  And what becomes of one who dances clumsily?
AGENOR
You are  th e  la s t  In l in e , so you w ill have to  be reconciled  with him.
THE MAIDENS
(In  confusion.) What becomes of the  second—-what becomes of the 
th ird —what becomes of the fou rth—?
AGBNOR
The second I s  the second maiden, the th ird  the  th i r d ,  the  fourth  
the  fo u rth —
ALL MAIDBNS
The second maiden Is  second, the  th ird  Is  th ird ,  the fou rth  Is  
fo u rth —(Laughing.) But men a r e n 't  maidens.
AGBNOR
Men and maidens today w ill be one however.
BUROPA
Why sh a ll one be the f i r s t ?
AGBNOR
Because you B it f i r s t  among your maidens.
BUROPA
Because I —
AGBNOR
The game w ill fu rn ish  th e  answer to  a l l  the questions. The game Is  
beginning. (He claps h is  hands th ree  tim es. The Doorkeepers step 
out and p u ll  the  cu rta in  back: a stairw ay leads downward in  a reddish
l ig h t . )
AGBNOR
(Nodding.) B eau tifu l—very b e a u tifu l. A b eau tifu l evening.
BUROPA
Yes, a dance again .
AGBNOR
A very b eau tifu l evening. The most b eau tifu l evening of my—
THB FIRST DANCER
(Suddenly appears—h e s ita tin g  and with delay he reaches the  dance 
f lo o r .  Again he has to  overcome him self In order to  p lace h is  fe e t 
and l i f t  h is  arms. But he remains lik e  th a t ,  without beginning to  
dance.)
AGBNOR
(Wondering.) Good, my f r ie n d , now continue.
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THB DANCER 
(T ries a dance step—stands s t i f f l y . )
BUROPA
The good frien d  i s  lame.
THB DANCER
(Suddenly makes a quick tu rn , rushes toward the opening and d is ­
appears v lth  long leap s .)
AGBNOR
(Looks a f te r  him in  embarrassment.)
THB DOORKEEPERS 
(L if t th e ir  arms up e n tre a tin g ly .)
BUROPA
A b eau tifu l dance.
AGBNOR
(To th e  Doorkeepers.) Have I allowed a doubt—? (To Buropa.)
I t  concerns a purposeful prologue, the  conclusion w ill teach  us i t s  
meaning. A b ea u tifu l evening— (Breaking o f f .)  Nov i t  w ill be c le a r  
to  u s .
THE SECOND DANCER 
(Comes in . He i s  noticeably  confiden t, fo r  he comes forward with 
firm  s te p s .)
AGBNOR
There you see i t  a lready—p a rt and coun terpart. The f i r s t  makes him­
s e lf  lame, in  order to  l e t  th e  next seem a l l  the more a g ile . A f in e  
in sp ira tio n , worthy of th i s  p a r t ic u la r  arrangement. I  am ashamed of
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my hasty  reprimand, I t  f a l l s  back on me. (Looking on.) Magnificent 
tu rn .
THB DANCER
(Already h a ltin g .)
BUROPA
At the  most a h a lf  tu rn , In order to  reduce the p ra ise  to  I t s  tru e  
measure.
THE DANCBR
(Nov quickly  s t a r t s  aga in .)
AGBNOR
Nimble—more nimble, swinging out of slowness—sw elling, u n t i l—
THE DANCER
(Stops, shaking v io le n tly .)
BUROPA
Exhausted.
AGBNOR
(P a in fu lly  constra in ing  h im self.) Continue.
THE DANCER 
(Looks ln p lo rln g ly  toward him.)
AGBNOR
( S t i l l  m oderately.) Continue, f r ie n d .
THB DANCBR
(Hurrying up th e  steps to  him and throwing him self down a t  h is  c h a ir .)  
I  can not dance. We can not dance. (Crying face downward.) None of 
u s can dance. We can not dance—we can not dance.
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AGBNOR
(Has sprung up. The cry of many voices r i s e s  from the  p rec ip ice : 
we can not dance—we can not dance. The stream of men flows out of 
th e  opening up to  Agenor.)
ALL MEN
(Determined.) We w ill not dance.
THE DOORKEEPERS 
(Have quickly pu lled  th e  c u r ta in .)
AGENOR
(A fter I t  I s  q u ie t .)  One sh a ll speak to  me.
THB NINETEENTH 
(Detaches him self from the  crowd.)
AGBNOR
Why won!t  you obey my wish—and the earnest wish of Europa?
THE NINETEENTH 
King Agenor, you w ill modify your command.
AGENOR
(Stamping.) I  s t i l l  wish I t .
THE NINETEENTH
King Agenor, you w ill fo rg e t your wish. King Agenor, you too  w ill 
sink under th i s  enchantment, which overpowers u s .
AGENOR
(Bending forw ard.) What I s  th a t?
THE NINETEENTH
You ca lled  fo r  dancers—we are  none. We a re  a fra id  to  step out h e re . 
A fter th is  evening we are  awkward and t i r e d  and lame—from th is  evening, 
In which you have appointed a new dancer In your house.
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AGENOR
(Jo y fu lly .)  Has he already  given you a demonstration?
THE NINETEENTH
(Shaking h is  head.) His a r r iv a l  i s  dance—h is  dance must be a happy 
ex h a lta tio n .
AGENOR
(Nodding.) The Doorkeepers were g rea tly  Impressed—you confirm the 
im pression. My expectations are  growing. • I  dism iss you. Step out 
and enjoy the show. I be lieve , one w ill dance fo r a l l .  And I w ill 
take advantage of th e  mood, when i t  i s  excessive. Then I  w ill take 
care of a l l  of you. (To Europa.) No questions, but s ilen ce  now.
(To the  Doorkeepers.) Leave and send on th i s  f i r s t  and la s t  dancer 
of the  evening.
THE DOORKEEPERS
(B x lt .) .
THB MEN
(Climb onto the cen ter pilatform to  observe.)
AGENOR
( S t i l l  murmuring.) Now s ilen ce—the most b eau tifu l evening of my—
THE DOORKEEPERS
(Enter again and arrange the  l ig h ts .  The lig h t changes to  a f a in t  
yellow. Then they p u ll back the c u r ta in .)
AGENOR
(Half aloud.) I remember i t —extraord inary  from th e  very beginning. 
(A drawn out, medium high f lu te  note i s  c le a r ly  heard .)
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AGBNOR
Dance music.
HERMBS
(Appears. He wears a short but co lo rfu l costume. With dancing 
steps he climbs the stairw ay in a zig-zag . Having a rr iv ed , he runs 
around the h a l l  several tim es. Then he stands q u ie tly .)
SBVERAL MAIDENS
I s  he the  new dancer?
HERMES
(To them.) No I  am not he. I  am only the foredancer, who announces 
the  dance, which w ill be performed, and accompany i t  w ith a specia l 
f lu te  song. (To Agenor.) My young master w ill dance th ree  tim es. 
Bach p a rt of h is  dance i s  s ig n if ic a n tly  re la te d  to  the  o th e rs . I f  he 
succeeds in  holding your a t te n tio n , then the p a r tic u la r  meaning w ill 
be c lea r  to  you without fu rth e r  to  do. (He blows a short t r i l l ,  i t s  
notes soon become longer and the  h a l l  i s  f i l l e d  w ith growing powerful 
music.)
AGENOR
(A stonished.) Did you do a l l  th a t  with your f lu te ?
ZBUS
(Appears: a blue mantle swaying loosely  and heavily  on him, h is  h a ir
bound in  a du ll yellow c lo th . His dance: under th e  weight of the
mantle and hindered by i t  in  h is  f re e  movements, h is  dance steps are  
slow and scanty . Several tim es he t r i e s  to  l i f t  h is  knees and arms 
g race fu lly . So he approaches the  side where Buropa s i t s .  He s ta r t s  
to  p lace h is  foo t on the  lowest s tep —the re s is tan c e  of th e  c lo th ing
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I s  too  powerful. With a gesture of sorrowful re s ig n a tio n  he tu rn s 
away and moves slowly to  th e  opening and d isappears.)
HERMES
(Stops with a lo s t sounding p la in tiv e  note. He fo llow s, g iving the
Doorkeepers a Blgnal. They close the c u r ta in , e x i t . )
AGENOR
(To the  Men.) That was c lea r enough. I t  was c lea r  to  me. No more
than the  game with a long mantle, and y e t—(E agerly .) He must throw
off h is  mantle, in  order to  re le a se  him self. I should t e l l  him. I 
have a d es ire  to  help him. I  could make I t  easy fo r him. Who—
THE NINETEENTH
(Above a t  the edge, a lready  gestu ring  ex c ite d ly .)  He1s wearing the 
blue mantle—our blue m antle. I t  covers him from h is  shoulders to  
the  souls of h is  f e e t .  The blue mantle i s  our outermost garment—
I t  was too d i f f i c u l t  fo r  him to  move f re e ly . With our outer mantle 
on we a re  slugg ish , he I s  giving us a lesson . We must lay as id e  even 
more of our weight, In  order to  be worthy. He w ill throw off the 
blue mantle—he w ill re tu rn  without I t .
AGENOR
His head was a lready  showing yellow above the heavy b lue.
A THIRD
He w ill come back in  a l ig h te r  yeliow mantle.
A FOURTH
We muBt a l l  throw o ff our th ic k  outer m antles.
SEVERAL
He Is  teaching us a lesson .
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AGBNOR
(To Buropa.) Hope Is  warming me up, my daughter.
BUROPA
(Gathering her d ress t ig h t ly  about h e r .)  The evening Is  cooling o ff 
qu ick ly .
AGBNOR
Music.
THB DOORKBBPERS 
(Come and arrange the  l ig h ts :  blue l ig h t  spreads.)
HERMES
(Leaps in-"-blowing the f lu te  l ig h te r  and more qu ick ly .)
AGENOR
(Astonished a t  the f u l l  to n e .) Only one f lu te  i s  p lay ing . AIbo 1 
learn  I t  a l l  depends on the f lu te  p lay er.
ZBUS
(In  a yellow garment, however sho rte r and of so fte r  m ateria l—h a ir  and 
forehead now wrapped in blue—step s  on with nimble s t r id e s .  His dance 
I s  a l te rn a te ly  triumphant and sad. One time he climbs h a lf  way up 
the s te p s , which lead to  Buropa—however he tu rn s  back shaking h is  
head. He s tr iv e s  upward to  Europa by r is in g  again—again th e  rev e rsa l 
fo llow s. He p u lls  a t  th e  mantle an g rily , which t i r e s  him prem aturely— 
and he withdraws.)
HERMES
(With th e  la s t  f lu te  tone—fo llow s.)
THB DOORKEEPERS
(B x lt.)
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AGENOR
C lear—c le a r—c le a r , you can grasp I t  with your hands. I  have never 
before seen such an In te rp re ta tio n  of ab s tra c t meanings. That is  
dance and s p i r i t—s p i r i t  and dance—dance a s  the  language of the 
s p i r i t .  I haven’t  heard th i s  c lea r expression befo re . I doubt, 
whether I do not hear with my eyes.
THE NINETEENTH
I said he would come back in  a yellow mantle.
ANOTHER
I t ’ s our yellow mantle, th a t we wear e a s ily .
THE THIRD
I t  i s n 't  a l ig h t mantle.
A FOURTH
We believed we were l ig h t dancers in  our garments—now our inner 
mantle p u lls  him to  the ground.
A FIFTH
We drag weight a f te r  weight with us.
A SIXTH
Blue Is  heavy—and yellow i s  heavy.
A SEVENTH
Blue s t i l l  p resses in  on h is  forehead.
AN EIGHTH
Yellow fas ten s  knee to  knee.
MANY
We can not dance—we can not dance, King Agenor.
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AGBNOR
(S ignaling to  them.) He commanded us to  w ait fo r  him th ree  tim es.
What happena now? (To Buropa.) What a re  you w aiting fo r now, Europa, 
my only daughter?
EUROPA
(Very q u ie tly .)  We a re  w aiting .
AGENOR
And not In  vain .
THE DOORKEEPERS 
(Come quickly and arrange the l ig h ts ,  i t  grows dark .)
AGENOR
The tension  has reached a climax. (Music begins b r ig h tly  and stops 
a t  the same p itc h  Bounding b r ie f  notes. A ll of a  sudden b rig h t white 
l ig h t appears.)
' ZEUS
(Stands th e re —snugly dressed In white—h is  h a ir  gold. Behind Is  
the  music of Hermes.)
AGENOR
I t  b lin d s  me.
ONB
I s  he standing with h is  fe e t  on the ground?
ANOTHER
He hangs on the a i r .
THE THIRD 
A white b e l l  clapper I s  swinging.
A FOURTH
He Is  swinging him self.
ZEUS
(Dances around f le e tin g ly —enjoying h is  own lig h tn ess—in  the lower 
space.)
AGENOR
I recognize i t :  a white fea th e r  w ith a golden q u i l l  i s  f lo a tin g
h ere .
ONE
You a re  wrong, King Agenor, i f  you can be wrong, a fragrance of 
is lan d s  fa r  over the  sea i s  r is in g  f a in t ly .
THE NINETEENTH 
(Breaking o u t.)  We are no dancers.
ANOTHER
We a ren ’t  w hite.
A THIRD
We a re n ’t  gold.
A FOURTH
None of us i s  worthy.
ZEUS
(Has mounted the  stairw ay to  Europa w ith a g ile  leaps and now throws 
him self down before her w ith arms ou tstre tched  in  d e s ire .)
AGENOR
(Has sprung up, to  th e  Men.) T eil h e r, a re  you agreed? This i s  
enough. Now I w ill f u l f i l l  my royal word. (To Buropa.) Europa
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f i l l  these  open arms, your maidenly fa te  I s  sealed . In t h i s  night 
you w ill ce leb ra te  your m arriage.
ZBUS
(Stammering fe rv e n tly .)  Malden—b e a u tifu l, you are  b e a u tifu l— 
you are  worthy of a god.
EUROPA ,
(Has stood up, looks a t  Zeus—to  Agenor.)
AGENOR
(Coming down the  s te p s .)  I w ill bring  you to  each o th e r.
ZEUS
Do you make me a god again?
EUROPA
(S ta r ts  to  speak—then she begins to  laugh l ig h t ly ,  she crumples on 
a ch a ir and does not stop her ou tburst of lau g h te r.)
ZBUS
(S ta r t le d , stands up.)
AGENOR
(Stands amazed, f in a l ly  aloud .) S ilence—silen ce—silen ce—
EUROPA
(Laughs and a l l  th e  other maidens s ta r t  laughing. A storm of laughter 
f i l l s  th e  h a l l . )
ZEUS
(Blushes.)
EUROPA
(Throwing a wry glance a t  him, laughs.)
152
AGBNOR
(To Zeus.) She i s  Joyful on her wedding n igh t. (New storms of 
lau g h te r.)
ZEUS
(Has re tre a te d  with uncerta in  s te p s .)
AGENOR
(Down to  him.) F in a lly  i t  has come too much a s  a su rp rise . (Waves 
of lau g h te r.)
ZEUS
( S t i l l  w aits, then he rushes headlong out the opening.)
AGENOR
(To Hermes.) I s  your master offended—by the  happy mood?
HERMES
(Turns around sh o rtly , e x i ts .)
'AGENOR
(To the  Men.) Run a f te r  him—bring him back. I  d o n 't want him to  
escape a t  any c o s t. There Is  no way out below.
THE MEN
(From above e x it toward th e  lower reg ion .)
AGENOR
(Looks a t Europa shaking h is  head.)
EUROPA
(Controls h e rse lf  p a in fu lly .)
’' AGENOR
You d o n 't know what you want. What do you want then? When w ill you 
be s a tis f ie d ?  Answer me th i s  one question , th a t  I s t i l l  have fo r  you.
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When w ill you be s a tis f ie d ?
EUROPA
(Looks a t  him, s ta r t s  to  speak—and laughter overcomes h e r .)
AGBNOR
I remain without p ity . He I s  coming back now—and now you w ill 
give him your hand. Control yourse lf, they are leading him up 
h ere .
EUROPA
(Cannot contro l a new outburst of laughter—she reaches the end 
of the platform  moving to  and f ro .  E x its with the Maidens.)
THE MBN
(Slowly re tu rn .)
AGENOR
Where i s  he? (S ilen ce .)  I command you—(Stopping.) S t i l l  he 
cannot s te a l away through the  th ick —th ick  w alls. (A small moou 
lig h ted  cloud moves back toward the night sky.)
t
THE FOURTH ACT
(The q u ie t sea I n le t .  Zeus l i e s  s tre tched  out on h is  back In the 
grass—again as  a fisherman—from time to  time he kicks h is  legs— 
groans. Hermes s i t s  leaning aga inst the trunk of the willow tre e  
and t r i e s  out a squeaking willow f lu te . )
ZBUS
Don’t  p lay  th a t  f lu te .
HERMBS
You're r ig h t ,  th e  fre sh  wood of th e  f lu te  s t i l l  I s n 't  p l ia n t .  (He 
knocks I t  on the palm of h is  hand and blows I t  aga in .)
ZEUS
(Threatening.) I to ld  you, p lay  th a t  f lu te  one more tim e—
HERMES
W a it■ (He tw ir ls  th e  f lu te  between th e  palms of h is  hands.) The 
s a p 's  s tick in g  under th e  bark and stopping the  fre e  tone. (He begins 
and draws an In terrup ted  succession of sharp notes out of th e  wood.)
ZEUS
( Jumps up, goes to  Hermes, te a r s  the f lu te  from h is  mouth and s lin g s  
i t  out In th e  w ater.) I f  you d o n 't want to  l i s te n —
HERMES
You do not want to  l i s te n .
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ZBUS
P ra t t le —bellow—howl, the th in n e s t notes from your f lu te  make me 
d e lir io u s .
HERMBS
A harmless f lu te ,  th a t I carved out of a tw ig from th i s  willow.
ZEUS
(Shaking him.) In order to  heckle me. I understand you down to  the 
foundation of your th iev ing  sou l. You a r e n 't  the  f i r s t  one to  w h istle .
But I  warn you. The f i r s t  was a lso  th e  l a s t .  I ' l l  handle you the way 
I want to .  The way I want to —do you understand?
HBRMBS
(Suddenly runB past him In to  th e  water w ith h is  arms ra is e d .)
Buropa.
ZEUS
(A fter him with swinging f i s t s . )  Don’t  come back.
HERMBS
(Comes back w ith th e  f lu te . )
ZEUS
Do you s t i l l  want—
HERMES
(With th e  f lu te  already  to  h is  mouth, makes a p ro tec tin g  g es tu re .)
ZEUS
What do you want?
HERMES
I want to  p lay—so I  won't laugh. (He p lays qu ick ly .)
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ZBUS
(Turns around, s t a r t s  to  go up and down th e  meadow. Then he stops 
In fro n t of Hermes and gently  takes the f lu te  from h is  l ip s .)  What 
do you advise me to  do?
HERMES
To s l ip  o f f .
ZEUS
(In  a rag e .)  To prove myself beaten—by a d o ll?
HERMES
Because she Is  a l i t t l e  d o ll .
ZEUS
Do you know I t?
HERMES
Donft  you say so?
ZEUS
(A fter a few hasty  s te p s .)  Have I  behaved so stup id ly?  Haven’t  I 
followed your d ire c tio n s  and have subdued the f i r e  Inside  of me, 
although i t  boiled. In a l l  my veins? Did I become aggressive with a 
f in g e r  or Im pertinent w ith a knee? Could the p ic tu re  of moderation, 
th a t  I o ffe red , of a man In  love ever be surpassed? No—I have the 
proof twenty tim es over: none of the  other men would make an appear­
ance next to  mine. I  defeated them a l l .  They gave up a l l  claim to  
the  co n te s t. I  was master of the  f ie ld .  I  become a v ic to r  without 
a b a t t le .  I won In superior form. And In sp ite  of them.
HERMES
She laughed.
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ZEUS
(Stamping.) Why? Have I shown her the le a s t doubt of my earnestness? 
Haven’t  I obviously exerted myself In an excessive way? F eel, my 
knees f lu t t e r  lik e  two frigh tened  b ird s . I t  I s n 't  simple to  be a man 
and p lay  a god.
HERMBS
She made I t  d i f f i c u l t  fo r  you.
ZEUS
Haven’t  I  made myself a s  nimble a s  p o ssib le , Just so I d id n 't  f lo a t  
away? I  t e l l  you, I have gone to  th e  l im it .  About a q u arte r of a 
pound le s s  and I  would have flown away lik e  a cloud between the 
columns of the  h a l l .
HERMBS
Then you would have been able to  overshadow them from above.
ZEUS
(Clinching h is  f l a t . )  I  would have—
HERMES
#
We were obliged to  s l ip  away long ago. (He f lu te s  d o le fu lly .)
ZEUS,
I am fu rio u s . To deride me—to  whip me with her laughter and to  my 
fac e . My cheeks burn, when I  th ink  o f  I t .  The f i r s t  one to  drop me 
lik e  a b ig  shoe. The f i r s t  one to  make me In to  a stupid  fo o l, who 
w ill run away from an apron—I'm  g la rin g  red even behind my e a rs . I 
could box myself on the  ea rs  fo r  my own cowardice.
HERMES
But with a bold a tta c k  you would have gained even le s s .
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ZEUS
That would have been le s s  than nothing.
HERMES
So be s a t is f ie d  with nothing, because th a t Is  th e  most you can win 
here.
ZEUS
Not y e t. I  haven’t  lo s t  the  d e s ire .
HERMES
What do you th ink  of a longer stay?
ZEUS
I w ill s tay . I am determined. I am not through with Europa y e t.
HERMES
No you a ren ’t .
ZEUS
With th i s  defea t behind me I d o n 't dare to  change myself in to  a god 
again . Already I c a n 't  endure your sneering face . W e'll accommodate 
ourselves, th e  w illow 's our a iry  p a v illlo n . Catch f i s h .  I  want to  
ea t some f is h —I need th in  blood In order to  keep my senses.
HERMES
(Lays h is  f lu te  down and subm issively stoops to  th e  w ater.)
ZBUS
(Steps to  him and lays h is  hand h e s ita t in g ly  on h is  back.) I  f u l ­
f i l l e d  th e  cond itions, which were given—why did she laugh?
HERMES
(Looks to  the s id e .)  Ask her—
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ZEUS
Buropa?
HERMES
She’s coming with a group of her playm ates.
ZEUS
(Pushing Hermes In f ro n t of him.) She’s coming here.
HERMBS
(P u lling  him forw ard.) You a re  lucky. Now frank ly  demand an explana­
tio n  from h er.
ZEUS
L ater. I ’m not prepared. That must be considered f iv e  tim es, ten  
tim es, twenty tim es—
HERMES
We are discovered. .
ZEUS
Not y e t. Low—close to  the ground behind the  t r e e —and to  th e  
p a v llllo n —Into  th e  p a v il l io n .)  (They have reached the willow by 
crawling on a l l  fo u rs .)
HERMES
(Snatching up h is  f l u t e . )  But my f lu te .  (They climb In to  th e  con­
cealing  th ic k e t .)
(In  a quick run Europa and the Maidens come. They hold hands and 
form a chain . They have gathered up th e ir  th in  b rig h t summer c lo th ing  
in  r o l l s  above th e i r  knees, th e i r  h a ir—in  n a tu ra l blond and brown— 
i s  loosened. Europa stops suddenly In the cen ter of the  meadow and 
stands firm ly  and of c e r ta in  s ta tu re  In the  g rass . The chain d a r ts
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with a w hirling animation Into a c i r c le ,  quickly a l l  tu rn  loose, the 
la s t  one r o l l s  on the  ground.)
ONE
(Breathing deeply .) I  c a n 't  any more—a i r —i t ' s  s t i l l  tu rn ing  
around me—-I must s i t  down.
THE ONB LYING DOWN 
I ' l l  never stand up again .
ONB
(Shouting fo r  Joy.) That was b e a u tifu l.
BUROPA
(Folding her hands.) G ir ls , i f  the  men had seen us.
ONE
(Covering her knees with th e  palms of th e  hands.) My leg s .
ANOTHER
(Feeling her h a i r . )  What a mess!
THB THIRD
I  am p e rsp ir in g .
BUROPA
You look lik e —
THB MAIDENS
Europa, you look lik e —
EUROPA
Now we are  ashamed. (She spreads her f in g e rs  before her fa c e .)
THE MAIDENS
(Do th e  same.)
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BUROPA
I must s t i l l  bs blushing—on my wedding morning.
ALL
(Laughing.) This i s  Buropafs wedding morning.
ONE
(Approaching her and bowing.) Are you happy?
EUROPA
In heaven, Malden.
Have you found your Joy?
In the  clouds, Maiden.
THB SECOND
EUROPA
THE THIRD
Are you s a tis f ie d ?
EUROPA
Maidens, danceI
THE MAIDENS
We havenft  danced the wedding dance fo r  you y e t.
BUROPA
My sw eetheart and I  were understandably in  a hurry la s t  n ig h t.
THE MAIDENS
Come, we want to  dance. (They quickly l e t  th e ir  s k i r t s  down and 
begin—each one in d iv id u a lly  and yet competing—to  draw in  the slow
I
f ig u re s  of the Men's dance.)
EUROPA
(Clapping her hands to g e th e r .)  How do you behave? I s  th a t  a dance
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worthy o f you? D idn 't you learn  anything yesterday? You a re  so 
clumsy, and yet you a re  d e lic a te  maidens. My husband c e r ta in ly  can 
teach you.
THB MAIDENS
(Pressing toward Buropa.) How does he dance. Show us how he danceB. 
Dance, Buropa!
EUROPA
(Gently re fu sin g .)  I  c a n 't .
THB MAIDBNS
You d o n 't want to .
BUROPA
I'm  no white fea th e r with a golden q u i l l .  I'm  not wearing th ree  
garments on my body to  throw o ff one a f te r  the o th e r.
THB MAIDBNS
Ypu may dance, as you wish.
EUROPA
I want to  dance.
THB MAIDBNS
(R ejo icing .) Dance, Buropa!
EUROPA
Lie down—be q u ie t.
THB MAIDBNS
(Throw themselves on th e i r  s id es  In th e  g rass and clap th e i r  hands.)
We are  ly ing  down.
BUROPA
(A fter d e lib e ra tio n .)  I  want to  dance my answer. (Bowing to  the
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Maidens.) I  am a lso  going to  dance th ree  tim es. Bach p a rt I s  s ig ­
n if ic a n tly  re la ted  to  the  o ther p a r ts .  I f  I  succeed In holding your 
a t te n t io n , then the  p a r tic u la r  meaning w ill be c le a r  to  you without 
fu rth e r  to  do.
ONB
The young f lu te  p layer announced the dance.
EUROPA
The person, who I s  worthy of my answer, Is  represented  by the  willow 
t r e e .
ONE
The wrinkled, s t i f f  tr e e  trunk .
EUROPA
(Stops.) The most Important help Is  missing from my dance.
ALL
What?
EUROPA
The languishing f lu te .
ALL
Too bad. (The f lu te  squeeks In th e  willow th ic k e t .)
EUROPA
A l i t t l e  b ird  Is  help ing  me.
THE MAIDENS
(Stop up th e ir  ears and b u rs t out w ith d o le fu l c r ie s .)
(In  the  willow th ic k e t a fo rce fu l movement begins, as  I f  th e re  I s  a 
q u arre l going on—however the  f lu te  c a r r ie s  through.)
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EUROPA
Quickly, a s  long a s  the sveet l i t t l e  crea tu re  s ings. (She approaches 
the  trunk with b a itin g  v iolence—nods In v itin g ly  and tu rn s  her back 
ab ru p tly . The f lu te  breaks o ff in  the middle of a n o te .)
ONE
Rebuked.
ANOTHER
The b ird  screeches f r ig h t fu l ly .
THB THIRD
He must be a crow.
THB FOURTH
I f  he screeches again, I ' l l  be deaf. (The f lu te  beg ins.)
BUROPA
(Against th e  t r e e . )  I obey. (She rep ea ts  her a r r iv a l  and escape 
bu ild ing  toward a climax. However th i s  time she kneels down before 
th e  trunk and s tre tch e s  her arms around I t .  Then she runs around 
th e  trunk . The f lu te  d ie s  away with a w ailing t r i l l . )
ONB
That was c le a r .
ANOTHER
(Pointing  toward the  tru n k .)  But he I s  standing p e rfe c tly  s t i f f .
A THIRD
He has turned in to  wood from f r ig h t .
A FOURTH
H e's been standing th e re  since la s t  n ig h t.
i
A FIPTH
Ha i s  In the  t r e e .
EUROPA
(Turning in  very qu ick ly .) Where?
A SIXTH
His face i s  made of r o l l s  of bark, and the tv ig s  s tick  out lik e  h a ir  
from i t .
A SEVENTH
Willow tre e s  are  always men, who have been badly frigh tened .
AN BIGHTH
They walk around a t n ig h t.
A NINTH
They come in to  the  homes in  the  evenings.
A TENTH
And dance because they have s le p t a l l  day.
THB MAIDENS
Dance th i s  evening again with us. We want to  laugh. We want to  
laugh a t  you.
EUROPA
(H alfhearted ly .) He almost had me.
THE MAIDENS
Who?
EUROPA
I tangled  my fo o t in  the  ro o ts—or maybe i t  w asn 't a ro o t. Once a l l  
of a sudden i t  was d i f f i c u l t  fo r  me to  get up quickly enough or e lse  
he might have grabbed me.
THB MAIDENS
(Laughing.) You a re  merry on your wedding morning. You owe us the 
th ird  dance. The tr e e  I s  w aiting . The t r e e  wants h is  answer.
BUROPA
I want to  dance, i f  the  b ird  w ill w histle  a th i rd  tim e. (A f lo u r ish  
from the  f lu t e . )
EUROPA
(H a stily .)  He's w h istling  fo r me.
THE MAIDBNS
The nasty  animal. The cruel crow. W e'll scare him away. L e t 's  
throw stones a t  him.
A MAIDEN
Look—Europe's dancing again .
EUROPA
(Makes a short dance step toward the tr e e  and remains standing s t i l l ,  
but s t i l l  swaying her h ip s . With a th in  vo ice .) I'm  w aiting here .
I  d o n 't  run away. I'm  not a coward. I d o n 't run away blushing a l l  
over. I  remain here . (Swaying more d e f in i te ly .)  Why d o n 't you 
grab me? Do I b i te ;  do I scratch? With these l i t t l e  f in g e rs . With 
these  l i t t l e  te e th ?  Do i  defend myself with these l i t t l e  arms? Do 
I run quickly  enough w ith these  l i t t l e  legs? Why then  d o n 't you have 
any courage? Or am I  not b eau tifu l?  (Dealing th e  tr e e  a s lig h t blow.) 
S il ly  t r e e ,  I  am b e a u tifu l. I t e l l  myself I  am b e a u tifu l. (Suddenly 
wrapping her arms around the  trunk and p lacing  her cheek against i t . )  
But y o u 'l l  believe me, when I swear i t  to  you. (Turning loose and 
stepping away.) You are  a s  s t i f f  as a poker—you are  a s t i f f  w orthless
poker, a s  you stand th e re , and you’l l  have to  stand th e re , u n t i l  you 
ro t  from cold w ater. (Going to  the  Maidens.) I  am fin ished  with 
him, come. (F inale on the f lu te . )
THB MAIDBNS
That I s n ’t  what I t ’ s supposed to  be. The th ird  dance must la s t  
longer. You must f in a l ly  l i e  on the ground fo r a long tim e. You 
s t i l l  haven’t  e n tire ly  given the  answer. Buropa must dance once 
more. We a ren ’t  going to  stand up.
BUROPA
(QUlckly.) I  want to  d ress myself In flow ers. The blossoms here 
are  ug ly . S ca tte r yourselves—•w e'll look fo r th e  most co lo rfu l ones.
I need co lo rfu l flow ers now—who w ill gather the  most b eau tifu l ones? 
(She runs b efo re .)
THE MAIDENS
We’l l  meet here again . L e t 's  go. (They chase h e r.)
ZBUS
(From th e  t r e e .  He rushes toward the l e f t —stops—curves h is  hands 
around h is  mouth and c a l l s . )  Ju st run—I ' l l  come la te r —to  the  house- 
to n ig h t—In the  darkness—when the  willow treeB wander. Walt fo r  me. 
(He shakeB h is  arms.)
HERMBS
(Slowly leaves the t r e e . )  I ' l l  escort you, In  order to  get my reward 
fo r  th e  accompaniment.
ZEUS
(Attacking him, snatching th e  f lu te  away from him and breaking I t . )  
I ' l l  pay you fo r th a t .  You dare to  uphold the mockery, th a t  I had to
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to le ra te  In the swaying t r e e .  I ’l l  te a r  your m iserable reed f lu te  
away from you—and you r e s i s t  me. Are you bold enough to  fo rg e t, 
who I am, and who you are?
' HERMBS 
We are two m iserable fishermen.
ZEUS
I am the  god, who has power over everything.
HERMBS
I 'd  fo rgo tten  th a t .
ZEUS
Because th i s  l i t t l e  t a t t l e  of a 'g i r l  snubs me?
HERMES
I t ’s b e t te r  to  leave now.
ZEUS
Why?
HERMBS
I mean—fo r  appearance sake, th a t  a high god enjoys up th e re .
ZEUS
(A fter a b a t t le  w ith h im self.) i ’ l l  r e t r e a t .  Don’t  th ink  th a t I 
consider myself defea ted . I ’m tak ing  care of my d ig n ity . As we see, 
th e re  a re  c rea tu res , who do not suspect our superior r e a l i ty —to  say 
nothing of understanding i t .
HERMES
One can see I t .  L et’s f ly  away.
ZBUS
Not y e t.
HERMBS
Buropa1s coming back. You’re  ex c itin g  yourself shamefully.
ZEUS
I ' l l  wait fo r h e r. I ' l l  prepare a recep tion  fo r  her.
HERMES
What do you want to  arrange?
ZBUS
She w ill dance again—then I w ill lead her o ff  In a dance, the lik e  
of which sh e 's  never seen. Nothing more of suspense—s tr id e s —de­
lusion and f i l r t l n g .  S h e 'l l  be very surprised—then s h e 'l l  fo rg e t 
her laugh ter. I ' l l  Jump in to  her dance— (He s to p s .)
HERMES
Your appearance I s n 't  f r ig h t fu l .  On the  contrary—you are  an 
a t t r a c t iv e  young man.
ZEUS
(Plashing up.) I ' l l  take on the form of a buffa lo—of a powerful 
uncouth f ig h tin g  b u ll .  A sk u ll—so th ic k , horns lik e  tr e e s ,  
shoulders lik e  a mountain, b e lly  lik e  a sack, t a l l  lik e  a rope— 
and then  I ' l l  p lan t myself—so—(He stands with h is  leg s a p a r t .)
HERMBS
For what p a r tic u la r  purpose?
ZEUS
«*
—and I ' l l  give o ff—(Turned toward the audience.)—with your per­
m ission—a la rge  heap of dung.
HERMBS
(Taking up h is  f lu te . )  That w ill leave nothing open to  mlsunder-
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standing—ve won't w histle  a t  the dance. (He blows ra th e r h o rrib le  
notes from the  cracked f lu te . )
ZBUS
This time s h e 'l l  run from f r ig h t .
HERMES
They won't l e t  you go as f a r  a s  you 're  suggesting.
ZEUS
W e'll see a race , I  promise you. Europa ahead of th e  o thers, f lee in g  
with p ie rc in g  c r ie s —and with me a f te r  her with a few long Jumps.
HERMES
Y ou 'll scare her away fo r good.
ZEUS
I ' l l  spear a scrap of her s k ir t  w ith a horn.
HERMES
So you won't leave with completely empty hands—horns.
ZBUS
Then I ' l l  stop and swish my t a i l —
HERMES
You've already mentioned th a t .
ZBUS
And bawl a laugh, a s  only a b u ll can laugh.
HERMBS
I ' l l  blow my horn m errily .
ZBUS
Now you may p lay  th e  f lu te .  Draw from th e  wood, what I t  can g ive.
A b u ll can take a l l  so r ts  of th in g s . Vfhat are you h e s ita tin g  fo r?
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HERMBS
A ren 't you going to  take too gruesome a revenge? Think—they are 
maidens—-and a b u ll—- l e t 's  not fo rg e t I t —-Is a b u ll .
ZEUS
I won't hurt them.
HERMBS
Promise me solemnly.
ZBUS
But I ' l l  enjoy th e i r  f l ig h t ,  head over h ee ls . Turn about is  f a i r  
p lay . And my rep u ta tio n  w ill be saved.
HERMBS
Chase them—-scare them, i t  i s  only a ju s t revenge.
ZEUS
My blood i s  racing  more savagely every moment .-.I must give i t  more 
c irc u la tio n . (He s t a r t s  toward the  r ig h t .)
HERMBS
I ' l l  command from my a iry  p o s itio n . (C alling to  him.) You.
ZEUS
What?
HERMES
I t ' s  l ik e  you said : no hu rting .
ZEUS
Just chasing.
HERMES
(Blowing a high no te .) I ' l l  remind you of your word with th i s  no te .
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ZEUS
Unnecessary. (He quickly runs behind the w illow .)
HERMES
(Blows.)
ZBUS
(Coming forw ard.) What?
HERMES
Slowly.
ZEUS
I am a noble b u ll .  (E x its .)
HERMES
(Climbing in to  the w illow .) I t  w ill give the  maidens a dreadful 
f r ig h t .  .(He d isappears. A fter a pause he p lays a note. A growl 
answers.) Ready? (Growling.) You have both your horns? (Growling. 
More f lu te  no tes. Growling.) Chew some g rass , I t  w ill soothe you. 
(Growling.) Q uiet, b east. (Both r e s tr a in  them selves.)
' SHOUTS RESOUND
Europa.
SHOUTS FROM THB OPPOSITE SIDE
I s n 't  she with you?
FROM THB FIRST DIRECTION
She i s n ' t  w ith u s.
FROM THE OTHER DIRECTION
She i s n ' t  with u s.
FROM THB FIRST DIRECTION 
We have our arms f u l l  of fiow ers.
FROM THB OTHER DIRECTION ’
We do to o .
FROM THE FIRST DIRECTION 
We want to  decorate Europa.
FROM THE OTHER DIRECTION
Europa, where are  you?
FROM THE FIRST DIRECTION
Europa, where a re  you?
EUROPA*S VOICE
Europa, where are you?
ALL
(Shouting Joyously.) Europal
' THB MAIDENS
(Lead Europa in to  th e ir  c i r c le ,  which they complete with chains of 
f io w e rs .)
ONB
You sent us a f te r  flow ers, and you come back empty handed.
EUROPA
I threw my s e lf  on the  g rass . I  suddenly became t i r e d .  I t  i s  
s u lt ry .
ANOTHER
I t ’s cool by th e  w ater.
EUROPA
The a i r ’ s s tu ffy  here.
A THIRD
A lig h t  breeze i s  blowing from the sea.
EUROPA
I d o n 't want to  any more. I d o n 't know—le t  me stay  here .
SEVERAL
You have promised the  th ird  dance. You muBt dance th ree  tim es.
You s t i l l  have to  give us the la s t  answer. We are eager, how you 
w ill rep ly . We want to  laugh. W e'll decorate you with our flow ers
EUROPA
Throw your flow ers on me—cover me with flow ers. They a re  frag ran t
THE MAIDENS 
(Wind the  chain In rin g s  around h eri)
EUROPA'
You sh a ll dance with me.
THE MAIDENS
We dance with Europa.
EUROPA
Laugh g a ily —your la u g h te r 'l l  be the  music fo r  the  dance.
THE MAIDENS
(Jo in  hands.)
EUROPA
Are you ready?
THB MAIDENS
(Laugh loudly and Joyously.)
EUROPA
Dance In a c i r c le .  (She throws her arms high and tw ir ls  around on 
her to e s .)  Turn more quickly!
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THE MAIDBNS 
(C ircle  around her f a s te r  and f a s te r . )
BUROPA
So we dance, without fe e lin g  giddy—without end—(The B u l l -  
corresponding to  h is  announcement—a powerful spotted  monster— 
breaks out from behind the  willow. With a few high Jumps he reaches 
the c irc le  of maidens and now stands with lowered horns and ro l l in g  
eyes, to ss in g  g reat f lak e s  of foam from h is  mouth—bellowing—whip­
ping h is  sh ivering  flan k s with h is  heavy t a i l . )
THB MAIDENS 
(M otionless a t  h is  appearance.)
(The Bull makes o ther frig h ten in g  leaps toward the Maidens.)
THE MAIDENS
(Set o ff screaming and fle e in g  in  a l i  d ire c tio n s . The Bull follow s 
them to  the edge of the meadow, re tu rn s  and d rives but another from 
the beach—fin a l ly  he scares the la s t  away, who had sought refuge 
behind the willow tru n k .)
EUROPA
. (Does not s t i r  from th e  sp o t.)
'THE BULL
(Turns h is  a tte n tio n  toward Buropa—bucks around h e r , fro th in g — 
wheezing.)
BUROPA
(Turns only her head toward him.)
. THB BULL 
(Presses in  on her fu r io u s ly .)
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BUROPA
(Stands s t i l l  unmoved.)
THB BULL
(R etrea ts  and s t a r t s  to  run over h e r. The f lu te  whines h ig h ly .)
THE BULL
(Stops close to  Europa.)
EUROPA
(Lays her hand In the fu r  on h is  fo rehead .) You heard th a t ,  you 
only s ta r t le d  a l i t t l e  b ird  In the  t r e e .  Is  th a t  brave: a g reat 
b u ll who fr ig h te n s  a l i t t l e  song th ru sh .
THB BULL
(Stands s ta rin g  with a l l  In d ica tio n  of animal s tu p e fac tio n .)
EUROPA
Why do you ro ar so f r ig h tfu l ly ?  Are you a fra id ?  Of my playmates? 
They wonft  harm you.
THB BULL
(Stoops under her gen tly  scra tch ing  hand.)
EUROPA
Do you be lieve  me now? That I s  reasonable. Walt, I ' l l  wipe the
fla k e s  away from your l i t t l e  mouth. That i s  ug ly . (She brushes the
foam away from him with her flo w ers.) Jump slowly. But pay a tte n tio n  
to  your horns. They are  long and sharp, you can s tic k  me. (The - 
f lu te  squeaks in  a happier manner.)
EUROPA
Also th e  l i t t l e  b ird  I s  p leased . I see you are  an understanding b u ll .
Now show me what you can do.
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THB BULL
(S tre tch es , to ss in g  h is  head v io le n tly . In wide arches around Buropa.)
EUROPA
Li
I  lik e  you th a t way. D on't r o l l  your ey eb alls . You have such 
b eau tifu l brown eyes. They look b e tte r  on you than dead white eyes.
THB BULL
(S ta r ts  to  buck again, bawls.)
EUROPA
That sp o ilb everything. (The f lu te  breaks o ff  w ith a s h r i l l  no te .)
THE BULL
(Angrily shaking h is  horns a t  the t r e e .)
EUROPA
(Holds him firm ly  by th e  horns.) Are you th rea ten in g  th a t  l i t t l e  
b ird?  Shame on you. (She B trlkes him lig h t ly  between the  e a rs .)
There you have your punishment. I f  you d o n 't Improve y o u rse lf, I 
sh a ll run away to o . Then you w ill be l e f t  here a l l  alone. Must I  
be serious?
THE BULL
(Shakes h is  head.)
EUROPA
I have warned you fo r the  l a s t  tim e. I  am very d is s a t is f ie d .  That 
1b no behavior before a young maidens wheezing—fro th in g —bucking.
I  am very spo iled , do you know th a t?  Shall I t e l l  you something 
about I t?  One approaches me only when dancing. And I  am a s te rn  
judge. Last night I  f i r s t  deserted  a dancer. He must be sinking 
in to  th e  ea rth  fo r  shame—I t e l l  you, he haB c e r ta in ly  sunk In to  the
ground, fo r no one has seen him again . (Changes.) Why d id n 't  he 
dance lik e  you? (Laughing.) Your leaps amuse me. Jump around.
(The f lu te  squawks.)
THB BULL
(C irc les  around Buropa with elevated head—coming nearer and nearer 
to  her—f in a l ly  sn iff in g  a t the flow ers in  her h a ir . The f lu te  
shreaks.)
THB BULL
(Trembles v io le n tly  and rushes w ith a sing le  leap aga inst the t r e e .)
EUROPA
What does the  s i l l y  b ird  want? Let him sing . Come, I  w ill feed you.
THE BULL
(TurnB slowly, weaving back to  her and moves d ire c t ly  toward h e r .)
EUROPA
That i s  a fo o lish  b ird , th a t  i s  always d is tu rb in g  you. L i t t le  B ull, 
ea t my flow ers.
THE BULL
(Rubs h is  mouth 6n th e  o ffered  flow ers.)
BUROPA
Do you no tice th e  flow ers, because they  a re  b r ig h tly  colored—or 
because I  give them to  you? However I want to  give them to  you. 1 
w ill decorate you with my chain of flow ers. (She winds them around 
h is  horns.) How proudly you carry  your horns of tran sp aren t yellow 
amber. Did you get them from the  sea? Can you row—swim—dive? I  
suspect i t —you can do i t .  Because you a re  th e  s trongest b u ll .  (She 
hangB chains around h is  shoulders.) Your fu r  i s  firm  and c lo se , the
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ends of my fin g e rs  get tang led  in  the deep s tran d s . (She lays 
chains over h is  back.) Your rugged fu r sm ells b i t t e r —lik e  f a t .
The fumes steep in to  my nosa. (S trik in g  him on the f la n k .)  These 
manly s tren g th s—you are  a manly fe llow . (She s lin g s  the  chain 
between h is  fo re leg s  and t i e s  them under h is  ch e s t.)  I  have chained 
you. (Clapping her hands.) Buropa has conquered the  w ildest b u ll .  
(Leads him behind her by the chain of flow ers a s  a guide rope, she 
goes here and the re  in  the  meadow.)
THB BULL 
(Stops, kneels on h is  fo re le g s .)
BUROPA
Are you t i r e d  already? A ll r ig h t ,  s i t  down—l ie  down!
THB BULL
(Remains in  th i s  p o s itio n .)
EUROPA
(Supporting h e rse lf  between h is  horns on her elbows and looking over 
th e  B u ll 's  back.) One can have a good chat w ith you. (The f lu te  
brays an admonishing n o te .)
THE BULL
(Winces.)
EUROPA
D on't lose your temper. (Playing with h is  e a rs .)  In your ea rs  much 
goes in  and nothing goes ou t, you a re  a good l is te n e r .  Yes, B u ll, 
la s t  night I  had an experience—I to ld  you already . I am B t l l l  asking 
myself: why did he dance? Bveryone s t i l l  dances—why d id n 't  he
dance? Yes, I  know, everyone dances as f a r  a s  I'm  concerned—and
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th a t  i s  good and b e a u tifu l, they make themselves nimble1—and are  nimble— 
however I lose my temper. Why do I lose my temper? Because they dance 
so nimbly? King Agenor i s  very pleased—I should be too . I'm  no t. I 
d o n 't want to —I thank, King Agenor. (B xplainlng.) That i s  my fa th e r .  
(V io len tly .) But my fa th e r  i s  not Buropa—and I am Europa—and I d o n 't 
know, what I want. (She s tre tc h e s  h e rse lf  w ith her b reas ts  above the 
B u ll 's  back.) Why d id n 't  he Jump a l i t t l e  b i t  lik e  you do—so fu rio u s ly  
and courageously? (The high f lu te . )
THB BULL
(Winces.)
EUROPA
D on't move. I'm  lying so comfortably on your fu rry  coat. I f  I sleep 
on th i s  sharp scented ca rp e t, then the  best thoughts come to  me.— 
Yesterday a nan came—another one—I d id n 't  lik e  him—I liked him—I — 
(She p u lls  th e  p e ta ls  from a flower and counts them o f f .)  I d id  not 
lik e  him—did not—lik e  him—did not—lik e  him—(The f lu te . )
THE BULL
(Moves no more.)
EUROPA
(With the  la s t  p e ta l .)  Not. Yes, I d id n 't  l ik e  him. Did I  not lik e  
him because he danced? Why did he dance? Why fo r  a change d o esn 't 
someone not dance—and not t r y  to  p lease  me a t a l l?  And yet he pleased 
me—? How i s  th a t?  (She has swung h e rse lf  between h is  horns and now 
l i e s  f u l l  length  on th e  B u l l 's  back. The f lu te . )
EUROPA
Q uiet, b ird , I  must m edita te . (She p resses  her forehead in to  th e  f u r .)
I must find  i t —I ' l l  find  i t  here—a f te r  th a t I am—
181
THE BULL
(Has cau tiously  r is e n  up on a l l  fo u rs .)
EUROPA
I sh a ll be dizzy from m editations.
THE BULL
(Expands h is  n o s tr i l s ,  s tre tc h e s  h is  neck out s t i f f l y .  The f lu te  
quickly sh rieks one note a f te r  the o th e r.)
EUROPA
S tra in  you rse lf, b ird , 1*11 s t i l l  f ind  I t .
THE BULL
(Has looked to  a l l  s id e s , now has s ta rte d  toward the edge of the  beach. 
Now, se ttin g  h is  fore hoofs In the w ater, he expels a powerful trium ­
phant bellow . At the same time he whips the a i r  w ith h is  t a l l . )
EUROPA
(L if ts  her head In f r ig h t  and grasps a t h is  t a l l  with one hand.) You're 
s tr ik in g  me. Have you gone mad? (Becoming aware of th e  water beneath 
h e r.)  Where are you running to? You are  running in to  the  w ater. I'm  
s t i l l  on your back. I want to  Jump o ff f i r s t .  (The Bull a lready  Is  
swimming.) I ' l l  f a l l  In to  the sea . I ' l l  f a l l  in to  the sea, i f  I Jump 
o ff . Where a re  you swimming w ith me. (Beating on the end of h is  back
with her small f i s t s . )  You wicked—wicked—wicked animal (The Bull
quickly d isappears.)
HERMES
(Jumps from the t r e e ,  runs to  the  shore, and blows a s h r i l l  note , with 
a i l  h is  s tren g th . Then out of b rea th  he l e t s  th e  f lu te  drop. He stands 
though tfu lly , then slow ly.) He had only given h is  word fo r th e  B ull—
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he hadn 't obligated  him self fu rth e r  as  a human. (He looks a t the 
f lu te . )  As fa r  a s  the f l u t e ’s concerned, I t  has done I t s  Job. (He 
drops i t . )  I  c a n 't  make up my mind, in  which way I can be of fu rth e r  
se rv ice . (He goes under the willow and l i e s  in the g ra ss .)  The moBt 
reasonable w ill be—f i r s t  of a l l  not to  d is tu rb . (He goes to  s leep .)
THE LAST ACT
(The H all. Agenor s i t s  a t  the le f t  on a p latform  in h is  c h a ir . The 
Doorkeepers stand next to  him. The Maidens In fro n t of him and on the 
s te p s .)
AGENOR
Your sto ry  sounds so in c red ib le—I d o n 't know whether i t  arouses my 
astonishment or my sorrow. You speak of a monster—
THE MAIDENS
(All together*) A b u ll—w ith horns as long as your arm—wlth blood red 
n o s t r i l s —with b o ilin g  hot b rea th .
AGENOR
One of you w ill answer my question .
THE MAIDENS
We were a l l  th e re . (A few push forw ard.) I  saw him f i r s t .  He sprang 
r ig h t  a f te r  me. He butted  me.
OTHERS
You ran lik e  the  f i r s t ,  a s  faBt as you could run. You held your hands 
over your eyes. You saw nothing of him.
A MAIDEN
I looked fo r a hiding place behind th e  dense willow—he f in a l ly  found 
me.
AGENOR
(To th i s  one.) You speak. Where were you, when th i s —
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THE MAIDEN
We—
AGENOR
Who?
THE MAIDBN
Europa was w ith u s. While we were dancing—
AGENOR
Europa danced?
THE MAIDEN
We had gathered flow ers in  the meadow and Europa decorated—
AGENOR
(More and more as to n ish ed .) Meadow flow ers?
THE MAIDEN
And then—
AGENOR
Did the Bull appear?
THE MAIDEN
H
He rushed toward us—bellowed—stamped—fro thed—
AGENOR
You f le d  In a l l  d irec tio n s?
THE MAIDEN
We fled  where we could, we ran  in  the road—the Bull chased every one, 
u n t i l  th e  la s t  was run out of the p lace .
AGENOR
And you were la s t?
THE MAIDEN
No—
AGENOR
But d idn’t  you say, th a t  he drove you away from behind the dense tre e  
la s t?
THB MAIDEN
Europa s t i l l  stood th e re .
AGENOR
And the Bull?
THE MAIDBN
I d idn ’t  tu rn  around anymore.
AGENOR
(Nodding.) I have to  believe I t —Your report Is  the same as  the 
o th e rs . I c e rta in ly  do not know anything about a B ull, which runs 
wild in  the  peaceful regions of my realm . I w ill in v estig a te  among 
the animal owners, although the troub le  w ill be to  no a v a il .  Only 
lambs graze over our p as tu res—and also  the few b u lls  which are 
necessary a re  gen tle  lambs and not of th is  fro th in g  stamping kind.
They a ttac k  no human beings—le t  alone maidens. (With a re so lu tio n .)
I am going to  send men out who w ill f ig h t th i s  monster with spears 
and swords. (To the Doorkeepers.) D eliver my command.
THE DOORKBEPERS
(Do not s t i r . )
AGENOR
(S trik in g  h is  forehead with the palm of h is  hand.) Men—Weapons, I 
to ss  my wishes to  the  wind. (Sinking back.) Europa s t i l i  stood there
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paralyzed from f r ig h t  by the  mere sigh t of th i s  f i l th y  crea tu re  with 
horns and fu r .  A b u ll—and the  v irg in , th e re  i s  no more s tr ik in g  a 
co n tra s t. And he had to  d isp lay  him self in  fro n t of Buropa. (Toward 
the Maidens.) Why d id n 't  you t e l l  me about your adventure yesterday?
THE MAIDEN
We s t i l l  thought, th a t Buropa had sa fe ly  returned  to  the palace lik e  
th e  o th e rs , and only when you asked about her th is  morning, we suspected, 
th a t  she had not come home.
AGENOR
My daughter, a n igh t—Buropa a whole, long, dark night out of the 
house. There i s  nothing blacker devised under the s ta r s  than such a 
n ig h t. (S igna lling  to  them.) Go—f i l l  your empty rooms, crowd your­
se lves in  th e re —d o n 't le t  th i s  t e r r ib le  emptiness spread. I t  grows 
rampantly over house and court—i t  sinks in to  my head. Don't d is tu rb  
me—I must th ink—th ink , in  order not to  sink .
THE MAIDENS 
(Withdraw across th e  p latform . E x it.)
AGENOR
(H astily  se iz in g  the  two Doorkeepers.) Two ch ild ren , a p resen t of 
happiness—two ch ild ren , two graves as sad as death . G ift and th e f t  
in  sudden change—he who i s  tak ing , i s  r isk in g  lo s s . I take up 
h a s t i ly  and embed my loo t in  the ground. That became my happiness: 
graves. Graves? I do not even have them anymore. Nor th e  s o il  in to  
which I  can shed my te a r s .  Now they  stream down on my body, and tu rn  
to  ice  under th e  f ro s t  of my old age, in  which I  am choked. S t i l l  my 
mouth complains—I shake these  w alls with loud accusa tions. Why should
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I be accused? Where am I g u ilty ?  When do I presume to  be more than a 
fa th e r , who re jo iced  In h is  ch ildren? Didn’t  I  f u l f i l l  my fa th e r ly  
d u tie s  to  son and daughter? D idn 't I look a f te r  them—d id n 't  I look 
a f te r  them more than a fa th e r  ever could—than even a king could?
Was I punished fo r th a t? —I am not q u ie t—I reb e l with my s h r i l l  c r ie s . 
You ch ild ren , where a re  you? Son who disappeared—a sigh from you: 
Cadmus—Cadmus. Daughter, proclaim  your fa te  of such d read fu l strange­
ness! A sign from you: Buropa—Buropa. Are you a liv e —are  you lying
dead? Have the hard hoofs stamped on you—the fro th in g  mouth to rn  out 
your golden h a ir—the sharp horns thrown you here and th e re?  Are you 
hanging in  the willow—are you f lo a tin g  on the sea? (Folding h is  
arm s.) Two ch ild ren—I sh a ll fo rg e t, the  two p illow s who were the sup­
port of my old age. Cadmus—Buropa, even one of you would be a magnif­
icen t possession . I demand an answer and a g ree ting  from one—who ap­
proaches in  th is  hour: Europa, i s  i t  you—Cadmus, i s  i t  you? (Already
men have emerged from th e  re a r  of the  platform  s i le n t ly  making signs 
of a beckoning n a tu re , undecided.)
AGENOR
(With h a lf  a t te n tio n  to  one of the Doorkeepers.) Does i t  mean more?
DOORKEEPER
(Goes th e re .)
AGENOR
(To the  other Doorkeeper.) However only one th in g  w ill be of meaning 
in  th e  fu tu re —
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THB FIRST DOORKEEPER 
(Rushes back to  Agenor and f a l l s  on h is  knees before him.) Message 
from Cadmus.
AGENOR
(Jumps up .) Why don’t  they run—
A FEW MEN
(Come forward on the p la tfo rm .) Messengers have come—they bring 
news of Cadmus.
AGENOR
(Almost speech less.) You know I t  already—and you le t  me wait?
ONE
They a re  standing In th e  courtyard—
AGENOR
In the courtyard? Those who come from my son, standing In the court­
yard? Are you—? Everyone follow  me Into the  courtyard.
THE SAME ONB
(Forcefu lly  avertin g  him.) You cannot go near them.
AGENOR
(H esita tin g .)  No—I want to  receive them In th e  splendor of th is  h a l l .  
E scort them here.
THE SAME ONB
Im possible.
AGENOR
What Is  th a t :  im possible? Cadmus I s  a l iv e , he I s  sending to  me—
they are  s p i r i t s ,  who come down to  me from heaven. You are  r ig h t ,  th i s  
room I s  not worthy. Beg th e ir  pardon fo r  my poverty, I am only a King,
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who In v ite s  them—however the rushing blood of a fa th e r  surrounds th e ir  
news with crimson g lo ry . Do you s t i l l  h e s ita te ?
THB MEN
(Shaking th e i r  heads a t one another.)
AGENOR
(Standing up s t r a ig h t .)  I ,  King Agenor, command the m ajestic m inister 
of the  k in g 's  son, Cadmus, to  be led in to  the h a l l .
THE MEN
(With a sign of dismay they e x i t .)
AGENOR
I am exc ited . My voice i s  hoarse. I w ill not be able to  speak l ig h t ly .  
I t  makes a bad impression, i f  I have lo s t con tro l of myself. A ru le r  
who does not ru le  him self—they w ill put up with my harsh tone only in 
d isg u s t, i f  I speak to  them. I had b e t te r  be s i le n t .  I s  my c lo th ing  
in order? Arrange the  smooth drape of my mantle. How i s  the  a i r  in 
the  h a ll?  What i s  smouldering in the censer? I do not want to  in su lt 
them in  any way w ith sharp odors: they a re  messengers of th e  g en tle s t
son in  a l l  the world. (L isten ing .) I s  my blood roaring  in  my ears?
Do you hear th a t?  (Growing noise p en e tra tes outward over th e  platform  
from behind: There are  brusque voices, which drown out th e  r a t t l e  of
weapons. The Men re tu rn  and en trea tln g ly  s tre tc h  out th e i r  arms to  
Agenor.)
AGENOR
(Astonished.) Are th e —? (Now appear a troop of fo re ign  so ld ie rs  of 
powerful b u ild , bearded, yellow th ick  curly  h a ir—h a ir  on th e i r  naked 
ch es ts , muscular leg s—and with weapons.)
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THE COMMANDER
Where i s  he? (Pointing to  Agenor.) There he i s .  That face i s  lik e  
h is  face . That i s  the fa th e r of King Cadmus. (They break out in  wild 
c r ie s  and beat th e i r  weapons to g e th er, then they move down r ig h t .)
AGBNOR
(Stammering.) Are you—?
THE COMMANDER
We are hlo descendants.
AGENOR
Is  my son King?
THE COMMANDER
(Holding up h is  sword.) Our King Cadmus. (All cry i t . )
AGENOR
In what empire i s  he King?
THE COMMANDER
In h is  empire.
AGENOR
Where does i t  l ie ?
THE COMMANDER
From where we come.
AGENOR
(Passes h is  hand over h is  forehead.) You must give me time—
THE COMMANDER
We d o n 't have tim e.
AGENOR
My son i s  ca lled  Cadmus. Cadmus I s  a name which can repea t i t s e l f —
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an e rro r  seems p o ssib le . You a re  f a l l in g  victim  to  an e r ro r . I am not 
the  fa th e r—of th i s  Cadmus who is  your King.
THE COMMANDER 
(Looks a t  h is  fellow s, p o in ts  a t  Agenor and laughs.)
AGENOR
I t e l l  you. I can explain i t  to  you, however you w ill not understand.
My son Cadmus i s  a—do you not consider yourselves to  be descendants 
of your King Cadmus?
THE COMMANDER
Hide and h a ir .
AGENOR
So i t  is  c le a r . My son i s  a mere boy. You see i t  i s  im possible.
THE COMMANDER
(Pressing against him with h is  sword.) Who is  lying?
THE WARRIORS
(Crowding together around him.) I s  he c a llin g  you a l ia r ?
THE COMMANDER
Who i s  lying?
AGENOR
Everybody i s  speaking th e  t r u th .  The t r u th  has so many sides—I lo s t 
my son Cadmus from my eyes—very long ago—unexplainable events happened. 
(Quickly.) Do you know?
THE COMMANDBR •
We muBt explain to  you, why Cadmus took such a short leave from you.
AGENOR
(U pset.) Yes. Yes. He disappeared one morning—before h is  b irthday ,
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on which he would have become a man.
THE COMMANDER
He wanted to  become a man. That Is  what he became. (Clinking of 
weapons.)
AGENOR
(Doubting.) But wasn’t  he born df manly sex by h is  mother?
THE COMMANDER
Where a re  your men? (Looking up .) There they stand. (Laughter from 
the  w arrio rs .)  He to ld  us about them. Smoothing blue m antles—yellow 
m antles, so ft h a ir  even to  th e i r  h . . . —Even to  th e i r  h ip s. (Laughing.) 
Men!
AGENOR
T hat’s r ig h t—everything I s  r ig h t ,  only go ahead about Cadmus.
THE COMMANDER
He sends you th i s  message: Your empire i s n ’t  h is  empire. He w ill
never ru le  over these  here. A king, fo r  whom no weapons a re  shaken by 
h is  men, I s  no king. He has th e  r ig h t to  a kingdom aB a k in g 's  son.
He looked fo r one, and made him self one—with men in  arms.
WARRIORS
Men in  arms.
.AGBNOR
(L iftin g  h is  arms Joyously.) He Is  my blood—the blood of k ings and 
king of my blood. Cadmus—new King In arms. (To the  w arrio rs .)  I s  
he so sti*ong, th a t  he was ab le  to  conquer you powerful so ld ie rs  in  
your own land?
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THE COMMANDER
No man tamed u s.
AGENOR
How did he get to  be your master then?
THE COMMANDER
He entered a waste land, th e re  he sowed the te e th  of dragons In rows 
In the  f ie ld s —and we sprouted up complete with swords and spears.
AGENOR
Dragon tee th ?
THE COMMANDER
The shining te e th  from h is  dragon strong w ill ,  We are  the  ch ild ren  
of h is  deeds.
AGENOR
Why d idn’t  he come him self?
THE COMMANDER
Should he sweep the f l i e s  o ff th e  w alls of your palace?
AGENOR
Are you going to  re tu rn  to  him?
THE COMMANDER
We w ill re tu rn .
AGENOR
Do you have orders to  hurry? I  should lik e  to  e n te r ta in  you, to  give 
you a fe a s t  In th i s  h a l l .  (C orrecting him self In a h u rry .) No I  w ill 
not give a . f e a s t ,  something e lse  w ill come to  my mind. T e ll me your 
wishes.
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THE COMMANDER
(Looks a t  h is  companions.) We should t e l l  our wishes—
AGENOR
As much as you want.
WARRIORS
(Glance around, climb th e  steps and look over the p la tfo rm .)
AGBNOR
What i s  i t ?  What are  you looking fo r?
THE COMMANDER
We d o n 't see anything here.
AGENOR
My house i s  very la rg e .
THE COMMANDER 
We should not re tu rn  to  King Cadmus enpty handed—
AGENOR
I w ill load each of you with a tre a su re .
THB COMMANDBR
(Laughs.) With a tre a su re —
AGENOR
So pick i t  o u t.
THB COMMANDER
King Agenor—th is  i s  i t :  King Cadmus gave us an order—
AGBNOR
I am eager to  know i t  and confer i t .
THE COMMANDER
You know th e  sto ry  of our o r ig in . We were not born of women. We have 
no women in  our land. I f  men a re  to  grow, th e re  must be women. Give
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us wives.
AGBNOR
(Steps back.) You— (Suddenly the  Maidens appear on the platform  from 
behind to  the cen ter and stop out of b re a th .)
AGENOR
What I s  I t?
A MAIDEN
(B rea th less .) Europa—
AGENOR
(Loudly.) No.
ANOTHER MAIDEN
(Approaching.) Europa I s —
AGBNOR
(Q uivering.) No—not. (C ontro lling  h im self.) Not now. (To the 
Men.) Get some r e s t .  I ' l l  nego tia te  with these w arrio rs.
THE MEN
(Lead th e  Maidens away from the p la tfo rm .)
AGENOR
(To th e  W arriors, who saw nothing .) You are e n t i t le d  to  your wishes—
I ,  being a man, recognize I t .  Women are sweet—and are  abso lu te ly  
necessary—
THE COMMANDER
We a r e n 't  giving In.
AGBNOR
(Quickly.) Women and women, th e re  are such d iffe re n ces—such d iffe ren ces 
to  be reckoned w ith.
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THE COMMANDER
We want our women.
AGENOR
Your women are  your women—I'm  not going to  argue with you about th a t—
THE COMMANDER 
We are  not a f ra id  of an argument.
AGBNOR
But I have to  prepare them fo r  you before hand. (To the  Doorkeepers.) 
Lead these  strange W arriors away. Every th ing  w ill come in  tim e. 
Patience—patience—
THE DOORKEEPERS
(Lead the  W arriorb o u t.)
AGBNOR
Close the  cu rta in s—T igh tly , t ig h t ly .  (Stammering.) Yes, what w ill 
come?—Europa Just a t  th i s  moment. My daughter i s  welcome back, she 
i s  back home—she ought to  sleep in  her own bedroom—she has had a 
s le ep le ss  n ight behind h e r . I ' l l  go see her in  her room. Europa 
won't be able to  stand th i s  sigh t in  h ere . (The Maidens sweep back 
on the  platform , pushing the  men before them.)
THB MAIDENS
Open up th e  way.
THB MEN
(Storming a t the Maidens.) What are  you saying? I s  i t  tru e?  A b u ll?
A MAIDEN
(Running up to  one.) With horns.
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ANOTHER MAIDEN
With a b ig  mouth.
A THIRD MAIDEN
With a t a l l .
THB MAIDENS
Buropa i s  coming.
EUROPA
(Passes slowly through th e  rows of both Maidens and Men.)
AGENOR
(With quick steps to  h e r.)  There you a re . I have heard about your 
dangerous adventure. Have you come back unhurt? Didn’t  the  f r ig h t  
harm you? Let me look a t  you—No, you seem to  be a l l  in  one p iece .
You ac tu a lly  a re  ra d ia n t. Can you imagine my anx iety  and sorrow. I 
have aged many years. But now I am young again . I am s a t is f ie d —I 
am happy.
EUROPA
(Paying only s lig h t a t te n tio n  to  him, she inha les the a i r  in  the room 
te s t in g  i t . )
AGENOR
(F uriously .) This i s  not the time fo r excuses—fo r explanations. I 
know every th in g  already—I suspect every th in g : how you hid in  the
reeds, how the  animal hunted fo r  h is  prey—how you sa t q u ie tly  and de­
ceived the enemy: Later when you are  re s ted  you may pour out your
h e a rt—but go to  sleep now.
EUROPA
(Steps toward th e  f ro n t.)
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AGENOR
(Stopping h e r .)  I am not curious—I am not going to  ask fo r a word 
from you now, I am only advising you about your ca re . You need r e s t  
badly. You have been under a s tr a in —here is  an unmistakable clue: 
a rose stripped  of i t s  p e ta ls .  You lo s t the  flower in  your dangerous 
hiding p lace . Go to  bed.
EUROPA
What does i t  smell lik e  in here?
AGENOR
Here?
EUROPA
Sharp—b i t t e r —lik e  grease.
AGENOR
Like—
EUROPA
(S ta r ts  to  step forward toward th e  edge.) Don’t  you smell i t ?
AGENOR
(Understanding.) I sm ell—I t  i s  nothing. The censers are  not clean . 
I t  i s  s t i l l  ea rly  morning. The Maids clean here in the  h a ll l a s t .  
That i s  an unpleasant s ig h t—as you say, a b i t t e r  sm ell. I ' l l  send 
fo r  the  Maid—and we w ill enjoy fre sh  a i r .  (He s ta r t s  to  lead her 
with him.)
EUROPA
(Bending oveT.) I t  doesn 't come up from th e  censers—i t  comes up 
from down th e re . (To the  Doorkeepers.) Open the  cu rta in s .
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AGBNOR
(To the  Doorkeepers.) Keep the cu rta in s  closed. (To Europa.)
There i s  no reason to  hunt here fo r  fumes—fo r  odors. (C alling down 
aga in .) Leave them closed .
BUROPA
I t  burns me—
AGENOR
(S ta r ts  to  speak and begins to  cough a l i t t l e . )  I t  burns me too .
Keep them closed .
BUROPA
Why do you keep on ordering the cu rta in s  closed?
AGBNOR
I don’t  order anything—(behind the cu rta in  the  noise of stamping 
fe e t  and r a t t l i n g  weapons approaches.)
EUROPA
(Looks question ing ly  a t  Agenor.)
AGENOR
(D espairingly .) I don’t  know anything. (The Warriors have opened the 
cu rta in  and rush o u t.)
THE COMMANDER
(Seeing Europa and a l l  the  Maidens who have stepped toward the edge.) 
We could t e l l  through the w all. There they stand.
THE'WARRIORS
Our wives.
AGENOR
(Steps quickly  in  fro n t of Europa and covers her with h is  m antle.)
zoo
F lee , my daughter.
EUROPA
(Thrusts the mantle as id e . She watches the Warriors a t te n t iv e ly .)  
Who are you?
THB COMMANDBR
Your husbands.
THE WARRIORS
Your husbands.
EUROPA
Where do you come from?
THB COMMANDER
From King Cadmus.
EUROPA
From my brother?
THE COMMANDER
(Astonished.) Does our King have a s is te r ?
EUROPA
I am h is  s i s t e r .  Hasn’t  he ever spoken of Europa? I s  he a liv e?
AGBNOR
(Calming h im self.) Your b ro ther, Cadmus, has sent these men. They 
are hun ters. They have come a t the r ig h t tim e. (To the  W arriors.) 
I am going to  prepare some amusement. You w ill lik e  i t .  You sh a ll 
k i l l  a B u ll, which has broken in to  my land. I w ill give you free  
hunting.
EUROPA
(Laying her hand on h is  arm.) I t  is  too la te .
AGENOR
(Suppressing h e r.)  I'm  try in g  to  engage them, so we can gain tim e., 
F lee .
EUROPA
The Bull i s  already out of th e  land. (To the W arrior.) You would 
chase th i s  Bull in  vain . Spare yourselves the  trouble and remain 
here.
AGENOR
(In lim itle s s  astonishm ent.) You In v ite  them. You d o n 't f le e  from 
them—
EUROPA
Come here .
THE WARRIORS
(H e sita te .)
EUROPA
Why are you standing th e re  stock s t i l l ?
THE COMMANDER 
(Shyly.) You are the  s i s te r  of our King.
EUROPA
I ' l l  not request—>so I command you.
THE COMMANDER
We- obey you. (The W arriors climb up. Agenor and the Men r e t r e a t  in  
a wide arch before them.)
EUROPA
(Watches the W arriors a t te n t iv e ly .)  Are a l l  the men in  my b ro th e r 's  
land lik e  you W arriors?
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THB COMMANDER 
We a l l  grew from the same seed.
EUROPA
(A fter a moment of re f le c t io n .)  I want to  v i s i t  my brother in  h is  
country.
AOENOR
(S ta r ts  back. Then he advances to  the W arriors.) My daughter d o esn 't 
know what she i s  saying. She wishes nothing of the kind.
BUROPA
(S urprised .) Do you have b eau tifu l women with you? Speak f re e ly , 
you won't offend me.
AGENOR
(To Europa.) No, d o n 't ask them to  say i t .
EUROPA
I ' l l  ask them what I want to  ask them.
AGENOR
I t  w ill only confuse you more than ever.
EUROPA
I can stand i t .
AGENOR
Now, may the columns collapse over th i s  h a l l .  (He covers h is  head.)
EUROPA
(U ncertain ly .) Are your women—very charming?
THE COMMANDER
(Grasping h is  th ro a t,  choking a t  the words.)
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EUROPA
(Fumbling.) Does each of you have many wives?
THE COMMANDER
(Breaking o u t.)  In our land th e re  are no women. They are  completely 
lacking—wo are looking fo r them. King Cadmus- sent u s. We want wives.
AGENOR
Flee, my daughter, save yourse lf—I cannot p ro te c t you from th e i r  w ill .
THE WARRIORS 
(Shaking th e i r  arms.) We want wives.
THE COMMANDER
(To Agenor.) We have brought the message from Cadmus. We want our 
reward.
THE WARRIORS
We aBk fo r our wives.
AGENOR
I cannot give these  to  you.
THE WARRIORS
(Pressing  up toward him.) You are the  King—you can give us wives.
AGENOR
I ’l l  k i l l  them, i f • I give them to  you.
THE WARRIORS
(H esita tin g .)
AGENOR
Ask fo r  one—ask fo r  th i s  one or th a t one—I w ill ask myself. (Turning 
toward th e  Maidens.) I s  one of you ready—to  go away with one of these 
Warriors? Who w ill answer—who can answer? (S ilence p re v a ils .)
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AGBNOR
(To the  W arriors.) You see i t  with your eyes—you don’t  hear a 
sy llab le  from a sing le mouth.
EUROPA
(To the Maidens.) Do you d e lib e ra te  so long7 Will no one r is k  the 
f i r s t  word? I want to  make you courageous. (Stepping in  fro n t of the 
W arriors.) Do you choose—or do we choose?
THE WARRIORS
(Stand dumbfounded.)
EUROPA
(Stepping in  fro n t of the powerful Commander.) Buropa has found her 
choice.
AGENOR
(S ta rin g .)  I  th ink  i t  i s  a deceptive p ic tu re  th a t  i s  dancing in  fro n t 
of my eyes.
EUROPA
(Her cheek-t nestled  on the  Commander’s ch est, and smoothing the h a ir  
w ith her hand.) I t  i s  a l l  so r e a l .
AGENOR
I t *b tru e —you can’t  sink to  the f lo o r . The sharp b i t t e r  smell th a t
i
pours out of th a t  fu r  d o esn 't bring you to  your senses. But you blow 
your b rea th  on the bare chest of th e  strongest W arrior. Are you s t i l l  
the one, Buropa, who was hot s a t is f ie d  with th e  nim blest dancer? For 
whom my gen tle  men have taken such e f fo r ts  and such pains? Now you 
p ress  yourself to  the rough fu r .
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EUROPA
I t  doesn 't make me i tc h .
AGENOR
You—
EUROPA
(Turning to  the  Maidens.) Are you going to  le t  me go alone?
THE MAIDENS
(H esita te .)
EUROPA
I'm  not going to  tempt you. (Snuggling to  the h a iry  ch es t.)  Come 
l e t ' s  go.
THE MAIDENS
(Storming to  the W arriors.) We are  going with you. (They JOBtle 
here and th e re , f in a l ly  they a l l  stand in  p a ir s .)
BUROPA
(Sm iling.) Are you going to  accompany your m istress?
THE MAIDENS
We are  follow ing our husbands.
EUROPA
(To Agenor.) Are.you s a t is f ie d  with us now?
AGENOR
(With growing Joy.) I  am. I  am with you—with a l l  of you. You make 
me very happy. I  say—what sh a ll I say? I t  i s  a b eau tifu l day—the 
most b ea u tifu l day of my l i f e .
EUROPA
The most b eau tifu l day of your l i f e .
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AGENOR
Also a b eau tifu l day fo r you. But—(He draws Europa to  the s id e .)
How has I t  happened? Did I t  change—as I t  were over nlghtV
EUROPA
(Nodding.) Over n ig h t.
AGENOR
Yes—over night?
EUROPA
(Nodding.) Over la s t  n ig h t.
AGBNOR
I don’t  understand th i s  r id d le —
EUROPA
Be s a t is f ie d  with th e  so lu tio n . (With the Commander.) When are we 
going to  my b ro th e r’s country?
THE COMMANDER 
We a ren ’t  going back to  Cadmus.
AGENOR
(Taken aback.) What do you mean?
THE COMMANDER
The s is te r  of the  king must re ign  as a queen. We w ill look fo r a new 
country.
AGENOR
(R es tle ss .)  Where Is  i t?
THE COMMANDER
We d o n 't know.
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AGENOR
You must t e l l  me I t s  name.
THE COMMANDER 
I t  w ill have I t s  name from i t s  queen: Europa.
THE WARRIORS
(W ildly.) Buropa1.
AGENOR
And w ill you come back from th i s  Europa again?
THE COMMANDER
We won't come back.
AGENOR
Thank heaven.
THE COMMANDER
But our sons w ill spread over the world. They w ill beat on your door.
They w ill demand a stormy admission.
AGBNOR
(Covers h is  eyes.) I understand i t .  I can see I t  coming. There are  
men with weapons, who t h i r s t  fo r  g reat adventure.
THE COMMANDER 
They are  looking fo r  th e  men In  your land.
AGENOR
My Men? (Looking a t th e  Men.) Then they w ill fin d  only bald old men.
THE COMMANDER
(Turning back to  Europa.) We w ill produce a vigorous race .
AGENOR
(To th e  Men.) Will our name perish? Will t h i s  f r u i t f u l  l i f e ,  which
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runs through our veins, t r ic k le  away? Are we going to  commit a s in  
aga in st l i f e  with our laziness?  I am tu rn ing  to  you. I c a l l  on you.
I am your King. Give me men. Men, who can carry  weapons and defend 
th i s  race , th a t demands our p ro te c tio n .)
THE MBN
(Look a t one ano ther. Suddenly they run away over the p la tfo rm .)
THE COMMANDER
(Laughing.) You ta lk ed  too loudly—they won’t  come back again .
AGENOR
(Sinking down on h is  th ro n e .) I  am a King no more. My voice d o esn 't 
s t i r  up th e ir  blood anymore. I have lo s t my power over men.
THE DOORKEEPERS
They are coming back.
THE MEN
(Throng onto th e  platform . They have t ie d  th e i r  robes above th e i r  
knees and t ie d  up th e i r  h a i r .  Each leads a vigorous maid, who i s  
s tru g g lin g  in  h is  arms.)
AGBNOR
Who are these?
THE MEN
Our wivesI
AGENOR
(A stonished.) Do I l iv e  on the  earth? They have sought out the 
strongest maids in the  co u rt. Now how does th a t happen?
BUROPA
Because Europa i s  not a  d is ta n t s ta r—and we liv e  on the  green bountifu l 
ea rth .
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AGBNOR
(To th e  Men.) Are you conquering them then?
THE NINETEENTH
(Leading the only obedient maid forw ard.) She w ill give you your men.
THE MEN
(With the other Maidens.) The earth  i s  blooming—because Buropa has 
become ra d ia n t.
AGBNOR
(Spreading h is  arms toward them.) I  can see your sons. An abundant 
race w ill a lso  spring up h ere . (To the W arriors.) Come back la te r  
and compete with th is  new generation . Fight fo r  the l i f e  th a t stands 
alone: a re a l l i f e  I s  a strong l i f e —and the strongest i s  the b e s t.
THE WARRIORS
We w ill come back.
THE MBN
We w ill wait fo r  you.
AGENOR
The time w ill bring everything th a t i t  must b rin g . Donft  d is tu rb  i t  
in  i t s  course. Do what the  moment demands—and you w ill do the  r ig h t 
th in g . This i s  our next problem: kindle the marriage to rch —hurry !—
So th a t  we can blow i t  out qu ick ly . (Music has s ta r te d  and the end.)
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FIRST ACT
(An unusual Gobelin ta p e s try  of the burning of Troy hangs over almost 
the en tire  back w all: a la rge number of f ig u re s  in  a very strong
movement—conceived to  be in  f l ig h t—f i l l s  the room with excitem ent.
At the  r ig h t bookcases lin e  the wall in which th e re  is  a small f re e  
door. On the l e f t  a steep s t a i r  r i s e s  to  a short g a lle ry  leading to  
the upper roomB. In the  fro n t below are g la ss  doors with a second one 
leading in to  a p ro jec tio n  of th e  bu ild ing , in to  which one comes from 
the garden. A door l i e s  behind the stairw ay. Etchings in  dark frames 
follow  the lin e  of the s ta irc a s e . There i s  a ta b le  with open books on 
i t  by the  bookcases. A wide seat stands in  th e  cen ter—near a bench 
on which loose sheets from a f i l e  may be placed . Between th e  g la ss  
doors a t the l e f t —Excelman in  a long muddy overcoat, in  which the  
r ig h t sleeve hangs empty, watches th e  o u tsid e . Now he h a s t i ly  steps 
back in to  the room and c lo ses  the  g lass door n o ise le ss ly . S t i l l  ap­
prehensive, he h u rrie s  s t i f f l y  to  the  w all. Then he re la x es , p u lls  
the  slouched hat from h is  grey scar-marked head, and w aits by the  
newel p o s t. The door in th e  bookcases i s  pushed open, L avalette  holds 
the  la tch  firm ly . He i s  pale  to  h is  l ip s ,  h is  th in  body leans toward 
Excelman.)
LAVALETTE
The countess?!—Already up?!
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EXCELMAN
(L if ts  h is  sing le  arm toward him.)
MOTHER JOINEAU 
(Enters behind Lavalette from the r ig h t .)
LAVALBTTE '
(To h e r .)  Do you c a l l  me f i r s t ,  when already  a hundred of her glances 
have been wasted here on you?
MOTHER JOINEAU
(Looks a t  him question 'ingly .)
LAVALETTE
(To Excelman, h e s ita t in g ly .)  S t i l l  preparing  fo r something f r ig h tfu l?  
•Nothing i s  in to le ra b le , i f  she i s  a liv e !!
EXCELMAN
(Astonished.) L avalette— -??
LAVALETTE
(Grasps h is  hand and p resses i t  in  h is  own to  h is  cheBt.) Do not 
reprimand—I fo rgo t g ra titu d e  in  the  storm of my emotion. More—more: 
I  did not know, th a t  th e re  are  f r ie n d s . Only one idea was b ig  in  my 
mind, an idea which p u ts  out a l l  the o thers , l ik e  an a l l  engulfing 
f i r e  consumes a l l  the  l ig h ts  in the  house.
EXCELMAN
Count L avale tte  !
MOTHER JOINEAU
(E x its  under the s te p s .)
LAVALETTE
(Pushes Excelman in to  the ch a ir—c le a rs  away the f i l e  from th e  bench,
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s i t s  behind him.) T e ll me who the helpers a re . Name each one alowly, 
each should sink in to  me with h is  burden of duty. You open th e  l i s t ,  
General Bxcelman.
EXCELMAN
(Leaning.) Count L avalette—
LAVALETTE
(Nodding.) The names of the e te rn a l deb tors.
EXCELMAN
—haven*t.you been a rres ted ?
LAVALETTE
In P a ris  thrown to  the r a t s ,  th a t  s l ip  away and breed in  the sewers.
EXCELMAN
The heav iest punishment in f l ic te d  upon you?
LAVALETTE
The g u illo tin e  on my neck2
EXCELMAN
Has th e  King—pardoned you?
LAVALETTE
(Looks a t  him in  boundless astonishm ent.)
EXCELMAN
Did th e  King forego h is  sa c r if ic e ?
LAVALETTE
An erro r toys with u s. In  c e r ta in  expectation I  sh a ll stand next door— 
when you t e l l  Mother Joineau your name. I t  i s  n a tu ra l, th a t  I  e s ta b lish  
the  connections—which d isappoin ted . (D ism issing.) Where a re  you 
going? ~  1
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EXCELMAN
A ll I  did was give my name—
LAVALETTE
Enough.
EXCELMAN
In the country nothing I s  known of your freedom.
LAVALETTE
S t i l l  not f lo a ted  through the  panels?
EXCELMAN
Was the  p e t i t io n  of the Countess a success a f te r  a l l?
LAVALETTE
What do you know—
EXCELMAN
The t e r r ib le  s to ry : In P aris  the Countess dragged h e rse lf  from door to
door. F in a lly  th i s  fa rce  1b Invented, to  p lace her In the antechamber 
of the  King. The King w ill never c a ll  her to  him. The Royal L ib rarian  
d ’Ormesson goes past one day and Is  ashamed of th e  lady In black between 
the laced uniforms of the lackeys and suggests to  her h is  country house 
an hour from P a r is .
LAVALETTE 
Only th a t  happened. Nothing e ls e .
EXCELMAN
Did d f0rmesson succeed—
LAVALETTE
.I s  I t  not enough fo r  you, what your eyes show you? Here I  walk around> .
f re e ly .
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EXCELMAN
 Count L avale tte , I t  Is  not c u r io s ity —— I have reason to  hide in
th i s  cloak—
LAVALETTE
You are  r ig h t ,  I  must take pains to  recognize the g rea t General Excelman, 
who was rocking on h is  f ie ry  horse In f ro n t of the  most g lo rious army 
of the world a t  the  pyramids and a t  Jena.
EXCELMAN
Why d id  they give up claim  to  your neck in  P aris?
LAVALETTE
I  have escaped.
EXCELMAN
Passing In fro n t of the  sen try—through the  s t r e e ts —??
LAVALETTE
Past f iv e  s e n tr ie s . Through a tumult in the  s t r e e t s .  Noon. Out of 
the  gate , th a t  opened fo r me!
EXCELMAN
Escaped?!
LAVALETTE
Fled!
EXCELMAN
From P aris—from the  grave w a lis , th a t  surrounded you—from the lin e  
of s e n tr ie s —?? Have you slipped  away from those bloodhounds, th a t  
cannot be bribed anymore, because blood means more than gold?
LAVALETTE
I  went through P a ris  a t  noon.
EXCELMAN
Unbelievable!
LAVALETTE
Cautiously step by step .
EXCELMAN
Every one knows you!
LAVALETTE
People greeted me and went out of my way.
EXCELMAN
The h ire lin g s  must have Btopped you!
LAVALETTE
They sneaked away to  th e  side with fe a r .
EXCELMAN
Count L ava le tte , are  you te l l in g  me the t r u th  fo r  the  Emperor's
sake, who sends g ree tings to  h is  fo llow ers from Elba.
LAVALETTE
At the  end, General?
EXCELMAN
(Changing.) Are we alone?—Two words. Do you have new frien d s  In 
P aris?
LAVALETTE
(Makes an In p a tie n t movement.)
EXCELMAN
Is  your hatred  s t i l l  fo r  a l l  th e  h ire lin g s  In P aris?
LAVALETTE
(The same.)
EXCELMAN
(Reaches in to  h is  coat and brings out a document.) Read th i s l
LAVALETTE
L ater.
EXCELMAN
The hour i s  d ec is iv e .
LAVALETTE
(Reads—to  the end, re tu rn s  i t  to  Excelman.) Your work, Excelman?
EXCELMAN 
The people cry fo r the Emperor!
LAVALETTE
Has the movement fo r  the  ex iled  Emperor reached such an extent?
EXCELMAN
(With the  cover of th e  document.) You know the names.
LAVALETTE
A ll the discharged Generals.
EXCELMAN
The signa tu res stand fo r  the  old army!
LAVALETTE
Are th e re  new developments of an In c itin g  nature?
EXCELMAN
The sewer in  P aris  has overflowed and th rea ten s  to  flood the  country 
Your f a te ,  L avalette—
LAVALETTE
(Averting g es tu re .)
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EXCELMAN
Why do they take you out of the country and imprison you In Paris?  
Money has been given you by the Emperor, to  keep I t —without any 
d e f in ite  purpose. You don’t  keep i t  a s e c re t, th a t you keep the 
Emperor’s money. You even reported  i t  in  P a ris , so th a t they can 
s61ze i t .  But they sdfeze you, arrange a t r i a l  and sentence you to  
the scaffo ld , because of a proven reserve of money fo r the  deposed 
Emperor.
LAVALETTE 
(Very quietly.*) I  was in  danger.
EXCELMAN
Now we are dangerous. Now we have learned ju s t how dangerous we a re .
We have In te rp re ted  th i s  h in t to  our advantage. We have the power, 
we—we, not the o thers, i f  we want the power.
LAVALETTE
Have you made any d e f in ite  decisions?
EXCELMAN
, We are  ready—and we wait fo r  the Emperor.
LAVALETTE
Prom Elba?
EXCELMAN
In a day he must be h a lf  way across the country—Just outside of P a ris : 
he sh a ll step out of h is  house—the Countess should p ro tec t h is  s tay  in  
th i s  house u n t i l  then!
LAVALETTE
From t h i s  house—??
.220
EXCELMAN
(With h a s te .)  The plan culminates In th i s  hour. A wonderful happiness 
f a l l s  In our lap: you meet me here! The la s t  d i f f ic u l ty  I s  overcome.
We find  the messenger, whom we t r u s t—whom th e  Emperor be lieves In 
without re f le c t io n . You a re  going to  Elba.
LAVALETTB
— -General Excelman, again we mean d if fe re n t th in g s , when we ta lk .  I 
am not the  one you seek—you a re  not the one I —
EXCELMAN
You must go. Only you can go. You are believed captured or dead In 
P a r is . No one w ill stop you. Put th e  documents in  your pocket.
LAVALETTE
No.
EXCELMAN
Would you withdraw, a f te r  your f a te  has delivered  the la s t  a ttack ?
Your name would be a flaming to rch!
LAVALETTE
I am not going.
EXCELMAN
Can you fo rg e t with a thought, how one has f a i le d  aga inst you? Think 
about the mud and in s u l ts  in  th e  p riso n . Think about the  J a i le r ,  who 
d e f ile d  you—Count L avale tte—w ith every kind of f i l t h .  Think about 
every hour in  the days and n igh ts  of your oppression: —now your name 
s h a ll  r i s e  up out of the dungeon to  th e  h ighest glory—I t  Is  blending 
in  th e  c r ie s  fo r  th e  Emperor!
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LAVALETTE
(Shakes h is  head.)
EXCELMAN
The d e s ire  i s  burning in  you a lready . S t i l l  fo r  revenge—soon fo r 
glory! DldnTt  you stay  here an hour from Paris?
LAVALETTB
(Steps up to  him. With enormous s e lf  co n tro l.)  You are looking fo r 
th e  Countess—the Countess begs pardon fo r her absence:-— the Countess 
was taken p riso n er in  P a ris .
EXCELMAN
(Stammering.) The Countess ??
LAVALETTE
In my p rison—in  the  same straw !!
EXCELMAN
(Confused.) Did they demand a secu rity?
LAVALETTE
Guess nothing, do not guess. Torture your b ra ins with guessing and
searching—you w ill not find  i t .  You w ill not hold i t  even a t  the end,
%
i f  I  say i t ! —Climb to  the  s teep est p o in t, where everything tu rn s  
in side  out—th e  p o ssib le  i s  im possible—and the  impossible f a l l s  as
c le a r  a s  drops of c ry s ta l  before our f e e t !  1 enjoyed a p r iv ile g e —
or should i t  be a spec ia l torm ent: the v i s i t  of the  Countess to  th e
c e l l .  Then i t  was the  la s t  morning------she lay  curved around me—
I swayed shaken by her trem bling body. I  pushed her toward th e  door— 
she pushed me away. She drove me in to  the fa r th e re s t corner— -and 
w ith  f lu t te r in g  hands-—-without a word— -she pu lled  her d ress o f f .
I understood and did not understand. I stopped i t —she ordered .—She 
stood naked— and so ld ie rs  were going by. They could come in—and 
because she was naked and re s is te d  against p u ttin g  on her c lo th es— -
I  covered her w ith my c lo th ing  only because she waB naked!!—She
pushed me in to  her s k i r t——and as th e  watch repo rted , I  slipped past- 
—in to  the tumult of noon in  the  s t r e e t ,  where people stepped to  the 
middle of tho s t r e e t  fo r  the legnedary f ig u re  of the black countess—
found a t  the gate the  ca rriag e  of Father Jolneau r a t t l e d  here-----
and liv e  as  Cpuntess L avale tte!!
EXCELMAN
—  Your f l i g h t—
LAVALETTE
Five weeks ago!
EXCELMAN
Ju st one hour from P aris?
LAVALETTE
You see, I remain unmolested!
EXCELMAN
News from the  Countess—
LAVALETTE
This note today—the Countess re p o rts  her a r r iv a l .
EXCELMAN
Did they le t  her go? Are you th e  one to  be lib e ra ted ?
LAVALETTE 
So many questions, so many-—-!
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EXCELMAN
(Racking h is  b ra in .)  One can Imagine i t .  I t  gives the inpression  of 
generosity—i t  should f l a t t e r  the people: th e  Count L avalette pardoned—
because they  no longer hold him In p rison . An in v o lu n ta rily  grand 
gestu re .
LAVALETTB
You are losing the la s t  hour of day ligh t fo r  your r id e  to  P aris . That 
would mean with a good ca rr ia g e , which I cannot o ffe r you. Father 
Jolneau has gone to  P a ris  fo r  the  Countess.
EXCELMAN
(C oncentrating.) This hour fo r  you—the next must belong to  u s.
LAVALETTE
(S trongly .) This l i f e  fo r  me—without the lo ss  of an hour.
EXCELMAN
Today the Count L avalette has no r ig h t to  h is  l i f e .
LAVALETTE
Good, Excelman, our l iv e s  fo r  the g rea te s t aim. Here i s  a new one— 
most fo rc e fu l—glory above g lo ry : th e  deed of a woman.
EXCELMAN
A s a c r if ic e —
LAVALETTB
C arried  to  the fa r th e s t  ex ten t. I  have made my choice.
EXCELMAN
 The Countess w ill a r r iv e  ton igh t?
LAVALETTB
Do you s t i l l  c lin g  to  hopeful thoughts?
EXCELMAN
Now a l l  I  hope fo r I s  the  Countess L avalette!
LAVALETTB
You w ill be d isappoin ted . Here two liv e s  are  in tim ately  u n ited .
As c lo se ly  as never befo re .
EXCELMAN
(In  th e  ac t of going.) I  noticed a young man, who ran away from the 
fence and watched the house. Are you not concerned?
LAVALETTE
That i s  Bresson, an amorous young man, son of the mayor. Bvery day 
he sends flow ers by Mother Joineau. He does not dream th a t the 
Countess has changed in to  the  Count.
EXCELMAN
I was a f ra id  fo r  myself a short time ago.
LAVALETTE
In your c lo th ing? The General Excelman has become a small suburban 
c i t iz e n . Everything about him i s  changed!
EXCELMAN
(Standing up s tr a ig h t .)  Not everything, Count L avalette! (Going 
away.) Never mind the  door, I sh a ll find  my way. (E x its  through 
th e  g lass  door. Mother Joineau entered under the steps with Exceman1 
la s t  words—with a bunch of flow ering tw igs.)
LAVALETTE 
(Quickly to  h e r .)  A sheaf today!
MOTHER JOINEAU 
Today, do you want them up in  th e  room?
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LAVALETTE
Vlihat Is  th a t?  These are redd ish  and th i s  snowwhlte. Bound to  the 
black wood lik e  b rig h t and red c o ra ls .
MOTHER JOINEAU
The f i r s t  peach and plum blossoms.
1
LAVALETTE
Does the clown plunder h is  f a th e r ’s f r u i t  t r e e s .  I t  i s  ra th e r  co s tly : 
th rash  him, Mother Joineau!
MOTHER JOINEAU
Shall I take them u p s ta irs?
LAVALETTE
On the ta b le , when we ea t!
MOTHER JOINEAU 
(Frightened.) I s  the  Count going to  stay—??
LAVALETTE
You must lay  th e  ta b le ,  Mother Joineau. The milk—the cheese—the 
eggs. You have tre a su re s  In your pan try .
MOTHER JOINEAU
I have packed a basket.
LAVALETTE
Basket?
MOTHER JOINEAU 
When the Count leaves with the  Countess.
LAVALETTE
Empty I t  again . We cannot do w ithout. A wedding fe a s t demands expense!
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MOTHER JOINEAU
Wedding—?
LAVALETTE
One time th e re  was a splendid f e a s t , and we were placed next to  one 
another—and the  Emperor sa t in  fro n t of u s . That was not the wedding! 
Who was the l i t t l e  f ig u re—bound to  me a t th i s  fe a s t?  That was not 
the  wedding. Mother Joineau!
. MOTHER JOINEAU 
I want to  lay  the  ta b le . (She begins to  remove th e  books.)
LAVALETTE
Do not lay  the  tab le !
MOTHER JOINEAU 
I s  the  Count going to  go on then?
LAVALETTB
I wish to  B it a t  an empty ta b le  with her!
MOTHER JOINEAU
- - — ?!
LAVALETTE
The. smooth, c lean , lev e l ta b le  top between u s . That w ill be our 
wedding ce leb ra tio n , Mother Joineau!
MOTHER JOINEAU
(Occupied aB befo re .)
LAVALETTE
(Picking up—looking a t  a sheet which has slipped, out of a f i l e . )
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I t  i s  done then. The wedding f e a s t .  Mine—h ers . The dazzling show. 
Quests warmed up from music and ea tin g . There are  sp ec ta to rs . One 
in v ite s  sp ec ta to rs . I t  i s  a d isg race . One with a broad, red face 
th a t—wanted to  e n te r ta in  th is  wild bunch. Laughter s tin g s  in so len tly  
toward th e  face of the b rid e . The bridegroom does not Jump up and
h i t  him with a cha ir (Glancing and knocking the  flow ering branches
from the ta b le  to  the f lo o r .)  No more tokens here from the world,
i
th a t  groans and greeds ou tside!!
MOTHER JOINEAU 
(Breaking o u t.)  I  beg the  Count to  go away ton igh t!
LAVALETTE
(Seizing her roughly.) Mother Joineau!
MOTHER JOINEAU 
D isaste r w ill break over us from above!
LAVALETTE
(Slowly.) I  have acted, without h e s ita t io n . I  sneak in  here and p u ll 
th e  house in to  a cloud of danger around me. I t  happens behind the 
back of the master of the house. Without concern fo r  you and Father 
Joineau.
MOTHER JOINEAU 
S t i l l  th e  Count knows nothing him self!
LAVALETTE
What?
MOTHER JOINEAU'
The Countess only sent a young man with a note fo r Father Joineau
i
to  b ring  the carriage  to  the suburban h o te l!
LAVALETTB
Mother Joineau, the l e t t e r  to ld  me more than a l l  books.
MOTHER JOINEAU
The Countess does not know th a t  the Count Is  In th e  house.
LAVALETTB
Do you envy your husband h is  message?
MOTHER JOINEAU
I remain before the  Count on quaking knees. No one here knowB what 
has happened. The Count does not know—the Countess does not know- 
Father Joineau does not know—I do not know. Whatever the K lng^ 
gendarmes hold in  th e i r  f i s t s ,  they do not re le ase  over n ig h t. The 
Countess i s  coming! That i s  the f i r s t  f la s h  of lig h tn in g —and the 
other blows c o lle c t in  a black cloud!
LAVALBTTE
No, Mother Joineau, I  do not know anything.
MOTHER'JOINEAU 
The Count must f le e  with the  Countess without delay .
LAVALETTB
I promise you the departure—
MOTHER JOINEAU 
Father Joineau w ill go even to  th e  end of the  world.
LAVALETTE
I f  th e  Countess commands him!
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MOTHER JOINEAU
I am taking  the basket to  the ca rriag e .
LAVALETTE
However has the s l ig h te s t  p o s s ib i l i ty  been given—you are  to le ra tin g  
us under your ro o f. You stay  out in th e  garden during the night and 
roam around the house. You fe tch  v illa g e  dogs and use them——
MOTHER JOINEAU
(With a suppressed ou tcry .) Wheels a re  grinding on the gravel— 11
LAVALETTE
Cloth to  the carriage 1 the wet fog i s  p en e tra tin g ! Blankets on
the  slippery  gravel!!
MOTHER JOINEAU 
(E xits through the g la ss  door.)
LAVALETTE
(Holds h is  hands around the corner of the ta b le  behind him, leans 
forward. The Countess en te rs  between th e  g lass doors: a worn out
coat covers her from shoulders to  shoes, a rough scarf Is  drawn 
forward a t  her forehead.)
LAVALETTE
(Breaking forward, crosses the room.)
THE COUNTESS
(Toward him.—Tight embrace.)
MOTHER JOINEAU
(Enters and closes the  door.)
THB COUNTBSS
(Bending away from L avalette—loose. To Mother Joineau—laughing .) 
I have no trunk, Mother Joineau. I am going with you, help me up.
LAVALETTE
(P u lls  her to  him.)
MOTHER JOINEAU
(Up th e  s te p s , e x i ts .)
LAVALETTB 
— -B eau tifu l—you are  b eau tifu l!
THE COUNTESS 
Are you making a joke about my coat and sc a rf .
LAVALETTB
I am te l l in g  myself—about you, how b ea u tifu l you are!
THE COUNTESS
I —am t i r e d .
LAVALETTE
T ell me—how b eau tifu l you are  under your coat and sc a rf .
THE COUNTESS 
The t r i p  in  th e  ca rriage  has to r tu red  me.
LAVALETTE
The la s t  hour grew unendingly, i  have w aited.
THB COUNTESS
Yes—you stayed.
LAVALETTB 
Thanks to  you, th a t  you a re  a liv e !
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THE COUNTESS
(Vigorously throwing her arms around him.) Everything I s  only l i f e  
fo r  you and me. We s t i l l  have not lived  and we breathe fo r  the  f i r s t  
tim e. I t  has a l l  submerged. Without re c o lle c tio n —without dawn— 
without dream!
LAVALETTE
Do you want to  fo rg e t?
THE COUNTESS
Our l i f e  has no e a r l ie r  l i f e .  I do riot know th a t .  I am taking  th a t 
o ff lik e  a coat!
MOTHER JOINEAU 
(Steps out above—goes back In .)
THE COUNTESS 
Mother Joineau Is  warning. L ater, my f r ie n d .
LAVALETTE
She Is  tak ing  on another re sp o n s ib ili ty . About us.
THE COUNTESS
About us?
LAVALETTE 
The question  makes us h e s ita te .
THE COUNTESS
What Is  i t ?
LAVALETTB
Does she give us th i s  night In the  house?
THE COUNTESS
I do not understand.
LAVALETTE
Are you f re e —without being foilowed?
THE COUNTESS
I am—-free .
LAVALETTE
(Drawing her to  h im self.) Are we going to  be here ton igh t without 
danger?
THE COUNTESS
 ?
LAVALETTE
I want to  ask . I  f e e l  a burning c u r io s ity  fo r  ta le s  th a t are  to ld  
between evening and n ig h t. The cha ir by the  wall becomes an elephant. 
I t  makes us shudder—and we shake In sa fe ty .
THE COUNTESS
(H a stily .)  Yes—t e l l  I t !
When did they f in d  you?
LAVALETTE
THE COUNTESS 
LAVALETTB
E arly . Morning. Noon.
THE COUNTESS 
(W orried.) They discovered the change.
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LAVALETTB 
Screamed out In disappointm ent.
THE COUNTESS 
I —do not remember—everything.
LAVALBTTE
Did i t  take them f iv e  weeks to  sober up7
THE COUNTESS
Is  i t —fiv e  weeks?
LAVALETTB
(Opening a book cover on the  ta b le .)  Marked down day by day, a record 
of impatience—and already  canceled!
THB COUNTESS
Now t e l l  me about y o u rse lf . No one recognized you in  my clo thes?
LAVALETTE
I stepped out of the c e l l—and did not believe th a t I c a rried  the 
re sp o n s ib ili ty  of the r isk y  undertaking. I staggered about between 
the  w alls—and had to  support myself in  order not to  f a l l .  The grey 
a l le y  seemed endless to  me. In th e  courtyard , I  covered my face with 
th e  v e i l ,  my cramped fin g e rs  to re  the th in  fa b r ic . Then I  wanted to  
tu rn  back. A so ld ie r  pushed me in  the  back and shouted something.
I t  s ta r te d  a laugh among the  so ld ie rs  in  th e  courtyard—and I  f led  
in  f ro n t of th is  in su ltin g  laugh ter—in to  the confusion o f th e
s t r e e t—found Father Joineau somehow—speeded th e  t r i p  -(He becomes
s i le n t  and s ta re s  a t the Countess.)
THE COUNTESS
(In  the c h a ir . The sc a rf  has slipped from her h a ir , the  coat f a l l s  
open. The man's c lo th ing  underneath appears.) Do you remain here 
i l l ?
LAVALETTE
(D irec tly  in fro n t of h e r .)  Do you want to  hear more?
THE COUNTESS
I am lis te n in g .
LAVALETTE
I am stay ing  here—in order to  recover from a serious i l ln e s s ,  th a t 
has la s ted  as  long a s  I have known you.
THE COUNTESS
What i s  th a t?
LAVALETTE
I—did not love you enough.
THE COUNTESS
(Looks a t  him search lng ly .)
LAVALETTE
Do you want to  know the ugly story? I am th e ir  wild hero. I hated 
myself because I came to  you e a r l ie r .  I  became my own enemy on the  
day th a t  you slipped out of your c lo thes in  the  darkened c e l l  and 
stood before me naked!—T ell me th i s ,  th a t I  was b lin d , when I  knew 
you b efo re .
THE COUNTESS
(LeanB back.)
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LAVALETTE
I took the m irror down from th e  w a ll ,—I could be tempted to  s tr ik e  
my own image. So I  extinguished the other in  me—in order to  possess
you fo r the f i r s t  tim e, you who have never been touched by a man!
THE COUNTESS
So—you—love—me—now?
LAVALETTE
Never offended by any glance—never in su lted  by any hands, now you w ill 
bloom f i r s t  fo r  me. .You have to  belong to  me—not to  the  one who has
sunk. You must not remember!
THE COUNTESS
My frien d — -
LAVALETTE
I t  would make my l i f e  eriqpty and drive me to  In san ity —are  not these 
hands strange to  you as a l l  men's hands!
THE COUNTESS 
(Almost h o r r if ie d .)  D earest——
LAVALETTE
Now you b u rs t out of the cold night b lazing down to  me. S tar th a t 
never d ip s forward out of i t s  element. Now i t  f a l l s  c le a r ly  and 
purely  over me. Do you fe e l  th a t  I  see you? That the motion of your 
limbs i s  open? I s  i t  not the f ig u re , th a t long ago tw isted  u n stead ily  
in  my dreams? Out of the m iserable coat—through scarf and c lo th — 
already  conqjlete the unveiling  of th e  splendor of your body, which 
lu res  and o f fe rs . Are you f in a l ly  a body?
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THE COUNTESS 
(S ta r ts  h a s t i ly  to  gather the  coat about h e r.)
LAVALETTB
(Keeps i t  open.) No dungeon i s  blowing on you h ere . We are  arden tly  
breathed upon-----
THE COUNTESS
(Pushes away under him from th e  c h a ir .)  Not now, my frien d -----
LAVALETTB
The house i s  ours.
THE COUNTESS
(To the sta irw ay .) . I—w ill c a l l  youl (Goes up—e x its .)
(Joineau en te rs  through the g la ss  door, with a whip.)
LAVALETTE
Hitch up your c a r t ,  Father Joineau. Take o ff your d isg u ise . The 
basket i s  fo r  youl
JOINEAU
(Frigh tened .) I b  the Count going—
LAVALETTE
Could I with a c le a r  conscious cheat you out of your sleep in  bed with 
Mother Joineau?
JOINEAU
I can s t i l l  sleep many n ig h ts—
LAVALETTE
Be ca re fu l, Father Joineau. The next day i s  riot promised to  anyone— 
to  say nothing of the  night a f t e r .
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JOINEAU
I mean—
LAVALETTB
Wine with cinnamon fo r you—prepared by Mother Joineau. At my expense.
The f i r s t  debt th a t I pay, I am going to  pay to  you. What do you want
fo r yourself from th e  Count and the Counters Lavalette?
»
JOINEAU
I have no wishes fo r myself.
LAVALETTE
You must be uncanny to  have no wishes.
JOINEAU .
I wish I t  to  be a good n igh t.
LAVALETTE 
The g re a te s t wish, Father Joineau.
JOINEAU
I am not going to  bed. (E x its  through th e  g lass door.)
(Mother Joineau en te rs  above.)
LAVALETTB
The Countess?
MOTHER JOINEAU
I want to  c a l l  Father Joineau.
LAVALETTE
Father Joineau?
MOTHER JOINEAU 
He should help me put up the bed.
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LAVALETTB
A bed fo r you u p sta irs??
MOTHER JOINEAU
The Countess wants to  spend the night In the outer chamber a t  the 
other end of the h a l l .
LAVALETTE
(S tares a t  her—then breaking o u t.)  Mother Joineau—I t  I s  my wedding 
n igh t. The bridegroom should take the bride to  h im self. I sh a ll take 
her to  myselfI!
MOTHER JOINEAU
(E xits under the s t a i r s . )
LAVALETTB
(Rushes up the s tep s : the  door w ill not open. He beats on the wood
with h is  f i s t s . )  I  am coming!!—I am coming!!—I am coming!!
SECOND ACT
(L avalette  above—in  fro n t of the  door with h is  arms a t  h is  s id e s . 
D’Ormesson en te rs  through the g lass door: he Is  In h is  la te r  seven ties ,
h is  h a ir  and beard lik e  white ornaments about h is  shapely fea tu red  head 
of a s c ie n t is t ;  some excitement Is  apparen t. Mother Joineau comes In 
from the  r e a r .)
D'ORMESSON
Good, Mother Joineau—good, Mother Joineau!—Send Father Joineau In 
h ere , when he comes back from the ho te l with the  trunk .
MOTHER JOINEAU
(B xlts under the sta irw ay .)
LAVALETTE
(H esita tes—rushes down the  s te p s .)  D’Ormesson?!
D*ORMESSON
(Immediately co llec ted —stre tch in g  both hands toward him.) I  am an 
im polite host to  come la te r  than my guests.
LAVALETTB
(Seizes h is  handB.) Do.I have you to  thank fo r th is? ?
D*ORMESSON
I t r u ly  would believe th a t  I  was experiencing a f a i r y  t a le  i f  my hands 
did not ache under th i s  p ressu re .
LAVALETTE
(L etting  go.) F ir s t  here—you discovered ??
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D’ORUESSON
Mother Jo ln eau 's  h ea rt i s  overflowing—and in  the su rf of her hurried  
communications th e  steady s k if f  of my q u ie t re f le c tio n  almost broke 
I t s e l f  to  p ieces .
LAVALETTE
Do you not come from P aris?
D'ORMESSON
.From P a r is . With an unexpected r id e . An o ffic e r  of the royal gendarmes
hunted me up in  th e  l ib ra ry  and surprised  me with h is  in v ita tio n .
LAVALETTB
Did you not hear anything in  P aris?
D’ORWESSON 
*
I  was very deep in the examination of a parce l from the  f i r s t  p ress , 
th a t  had come in  from Leipzig. The gendarme had business with the 
mayor of the p lace and wanted to  make the  ted ious Journey sho rter with 
my conversation . And since I  was advised by my own in te re s t ,  which I  
never had an opportunity  to  s a t is fy ,  I  accepted. Besides i t  happened 
fo r the  f i r s t  tim e, th a t a royal o ffic e r  wandered in to  the l ib ra ry .
And then along the way, he hardly  spoke a word.
LAVALETTB
Neither you—nor th e  o ff ic e r  knew of my lib e ra tio n  and th a t  of the 
Countess, did you?
D'ORMESSON
I see you have lo s t  none‘of your s tren g th . The f iv e  weeks of fre sh  
country a i r  have made you again as you were before your inprisonm ent.
I am glad th a t  I could o ffe r  you such an apparently  wholesome delay .
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LAVALETTB 
Does chance b ring  you out here?
D*ORMESSON
In the form of the  o ff ic e r  of the royal gendarmes. Also th a t could be 
ca lled  a chance: a new master c re a te s  new beings. And so th i s  o ff ic e r  
Is  only a royal chance. (In  the c h a ir .)  Has th e  time In my house been 
short fo r  you? Do you have any com plaints about my servants?
LAVALETTB
(On the  cushioned bench.) You are  s te ad fa s t In your goodness, 
D’Ormesson.
D1ORMESSON
Your Indulgence d riv es  you too f a r .  You are a guest and I  am the 
Inactive h o s t.
r
LAVALETTB
You fin d  an In truder here .
D*ORMESSON
Of the  most welcome type.
LAVALETTB
Ju st thanking you I s  not enough. I t  I s  too quick ly  sa id  fo r a l l  
th a t  you have done. I  am overcome: you o ffered  the Countess a
sh e lte r  in  your house—and without your p i ty  fo r  the Countess I 
would a lso  have remained In bonds. (He bows quickly over D'Ormesson’s 
hand.)
D*ORMESSON
You are pu ffing  up a th in g  of i i t t l e  importance In to  one of g rea t
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s ig n ifican ce . I  have too small a part here , to  l e t  myself be included 
in  such an occurence. (Touching L a v a le tte 's  hand.) You drive up the 
g u lfs tre a a  of your love. I f  th e re  are w hirlpools and c l i f f s —you do 
not need the p i lo t ,  who guides you. I  am not the p i lo t ! ——Do I  have 
the opportunity to  pay my resp ec ts  to  my b eau tifu l guest?
LAVALETTB
(A fter re f le c tio n —sh o rtly .)  The Countess i s  d ressing .
D'ORMESSON
At my request k iss  the  best handB in the world.
LAVALETTB
Are you departing  already?
D’ORMESSON
Without sleep fo r the f i r s t  p ress from Leipzig.
LAVALETTB
What i s  your in te re s t  here?
D'ORMESSON
Books, books—the dry bread of the o ld . (He stands up and begins to  
heap up books on the ta b le  from the lib ra ry .)
LAVALETTB
(Looks a t  him—then stands up .) D'Ormesson, you come from P a ris .
An hour ago you climbed down th e  steps of the royal palace , th a t  are 
always surrounded by ch a tte rin g  p a ra s ite s . You tra v e l out here in  the 
company of an o ff ic e r  of the  royal gendarmes—
D'ORMESSON
—who sa t as s i le n t  in  h is  seat as a s tic k  of wood.
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IAVALETTE
No doors are  closed to  you. Your age and your profession  are sa fe . 
Conversations do not stop , when you en te r . The King le t s  you en ter 
and s tay . D'Ormesson, I t  I s  Impossible th a t you do not know of my 
rash  f l ig h t .  You knew everything and le t  me liv e  here undisturbed.
D'ORMESSON
You overrate my g i f t  fo r  d isg u ise , th a t  I am using to  show astonishment 
a t your presence.
LAVALETTB
Good. You have been deceived.
D'ORMESSON
The King had en te rta in ed  me with i t  fo r  hours. I t  would have given 
something of In te re s t fo r  many days which are a l l  u n in te re s tin g .
LAVALETTB
I t  i s  p o ss ib le ; my person was rep laced . The c e l l  appointed to  me did 
not yawn em ptily. Whether Count, whether Countess on the straw p i le — 
one held a v ictim  of th e  blood of L av a le tte . That Is  the ca lcu la tio n . 
Is- I t  r ig h t?
D'ORMESSON 
Your time belongs to  the Countess.
LAVALETTE
D'Ormesson—th a t  which Is  whispered in  the most sec re t channel t r ic k le s  
In to  your ears— -by what kindness—by what luck i s  th e  Countess f re e  
today?
D'ORMESSON
(S ile n t.)
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LAVALETTE
The rumor must be the lewd prey of the  s t r e e ts  of P a ris—and d id n 't  
you hear the echo of alarm one time?
D1ORMESSON
There I s  tumult in  the  s t r e e ts  but without any in d ica tio n  of a specia l 
reason.
LAVALETTE
Has the  King fo r the  f i r s t  time been touched by a generous action?
Only i f  i t  i s  not too s ig n if ic a n t:  the pardoning of a woman!
D'ORMESSON
I am crushed with you in  admiring the deed of the Countess.
LAVALETTE
I t  could cruBh you. You are entangled in  th is  fo o lish  adventure. You 
sh e lte red  the fu g itiv e !
D'ORMESSON
Who knows i t?
LAVALETTE
Subsequently they w ill in su lt you. Your white h a ir  would not p ro te c t 
your head. I  am a fra id  fo r  you!
D'ORMESSON
Everything i s  safe when danger l i e s  in  wait a t  every s tep . We step  on 
the back of a f a t  monster—i t  i s  p o in tle ss  which one of our steps pro­
vokes i t .  The e te rn a l values have become meaningless, and we give man- 
kind a h o rrib le  example. I t  seems necessary, th a t  the greatness stands 
up, and by i t s  f a l l  te a r s  open a hole a t the  bottom of which the in ­
f e r io r  crea tu res r o l l  about in  lu s t  and f i l t h .  Even i f  you c r i t i c iz e
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the weakness of the Emperor—he could only throw th i s  kind of shadow. 
How should a man of h is  s ta tu re  cast a shadow sm aller than  th is ?  The 
p lanet on which we liv e  sorrow fully and Joyously has not become earth  
in order to  breed the worm. (Holding a volume high in h is  hands.) 
Goethe g rea t in  g r ie f  over h is  b a tte red  fa th e rlan d , was g rea te r in 
h is  fre e ' Judgment over th e  appearance of the  Bmperor! The shame must 
shake him now. A haze of decay smoulders over t h i s  land—and in  the 
f i l t h  th e  crea tu re  s tr iv e s  fo r  the  f a te s t  m orsel. I  have given up the 
hope, th a t  one s t i l l  i s  coming and take a shovel to  bury the f i l t h ! — - 
I plunder here r ic h ly  in  the  rows and rob you of the  sing le  m aterial 
of your converstaion . I  do i t  le s s  v o lu n ta rily  than under the pressure 
of the circum stances. I  used to  borrow books from P a r is , books which 
I  needed fo r  a thorough study. I  have to  remind myself th a t  they are 
royal p roperty , th e re fo re  a burglary  in  the s ta te  of possession of the 
King. I t  i s  then a more Incrim inating f a c t ,  because the  Emperor had 
read one or the o th e r. This i s  what in s u l ts  most of a l l !
LAVALETTB
You exaggerate, D’Ormesson. Your aversion to  everyone, who opens no 
book, i s  s t i l l  preconceived!
D’ORMESSON
Perhaps I  do hot e n te r ta in  the supposition f a ls e ly ,  th a t  they rev ised  
th e  l ib ra ry  in  my absence and put me under accusation upon my r e t u r n -  
po in ting  a t  the  gaps on the bookshelves. Accusing me of robbery. The 
v i s i t  of th e  gendarme appeared to  be very unusual, and i t  was done very 
c lev e rly , th a t  they l e t  me gather the  p ieces of evidence in  th i s  p lace .
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LAVALETTE
(In  f ro n t of him with a wincing fa c e .)  Do you not have to  expect to  
find  here an applican t of the one accused?
D'ORMESSON
(Opening a book.) No book t i t l e  shows th e  m erits of th i s  p retender.
LAVALETTB
I —am the advocate fo r  th i s  scurvy cadaver. The deed of the CountesB 
has awakened the King. The news flew to  him and struck him f l a t l y  in 
th e  h e a rt. The shock formed th i s  one word only: mercy!
D'ORMESSON
Did he need f iv e  weeks to  express I t  to  the  reso lu tion?
• LAVALETTE
You are shaking in vain!
D'ORMESSON 
Your f a i th  b u ild s  towers out of w ater.
LAVALETTE
(Seizing h is  hand on the ta b le .)  Excuses. I am not giving in . I t  
w ill be cowardice to  appease without p ressing  fo r  an explanation. Why 
was the Countess released?!
D'ORMESSON
Again you are  seeking in d ire c tly , what you can provide yourself with 
cheaply.
LAVALETTB
Who i s  giving c la r i ty  to  me?!
* D'ORMESSON
The one whose a r r iv a l  causes you u n re s t.
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LAVALETTE
( In te rru p tin g .)  I did not want to  t i r e  the Countess with questions.
—Not ton ight a t  any r a te —-tomorrow perhaps. One time in  conversation. 
Of course the time can be given b e tte r  meaning, D'Ormesson, I f  hUBband 
and wife are  to g e th er. And the wife 1b b ea u tifu l—of g reat p e rfec tio n .
D'ORMESSON 
I believe In the so lu tion  of th i s  type .
LAVALETTE 
You consent almost extravagantlyI
D'ORMESSON 
You a tta c k  book knowledge as eagerly .
LAVALETTE 
But you use only book knowledge!
D'ORMESSON
I would unveil our weakness and te a r  the fa b ric  apart with unmerciful 
handB, th a t  we have produced around our p a r tic u la r  s tren g th . I t  Is  
not so su p erio r, as i t  appears to  u s . We chop down a blossoming branch 
with an ax——the woman sm iles and fo rces  the  most powerful one on 
ea rth  Into another p a th !— - I t  Is  in te re s tin g  to  examine the  revolu­
tio n iz in g  events in  h is to ry , where the  woman stands a t  the  beginning. 
C erta in ly  we g lad ly  a t t r ib u te  the glory to  the man—however genera lly  
crown him with a paper crown. And—with some courage—where sources 
remain dark to  us—a woman sm iles her charming sm ile. We cannot r e ­
s i s t  th i s  game! However I t  leads In to  d e ta i l ,  and we a re  the ones
who w ither by, seeking fo r  an explanation a t  a l l  c o s ts . We patch our
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d ig n ity —th is  i s  our p a r tic u la r  task!
UVALBTTB
(Bending forw ard.) I t  i s  no more from books, th a t  you—
D'ORMESSON
Dead h is to ry , Count Lavalette!
UVALETTE
Are you try in g  to  increase the humber of examples—and to  increase 
your fame as a s c ie n t is t  a t  my expense?!
D'ORMESSON
I had no .more time to  s a t is fy  th i s  am bition.
UVALETTE
I t  f e l l  to  you—you only have to  pick i t  up—and close the la s t  volume 
of your h is to ry  with th i s  trump card!! (Joineau through the g la ss  door 
w ith a lea ther tru n k .)
D'ORMESSON 
Does th e  mayor have hot or cold wine?
JOINEAU
This i s  not what caused the delay .
D'ORMESSON
Did i t  take you an hour to  come from the  inn?
JOINEAU
The trunk was no longer in  the ca rriag e ; they had i t  in  the room.
D'ORMESSON
They—who?
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JOINEAU
The mayor—the o f f ic e r .  They ta lked  here and the re  about the trunk 
and knocked a t the le a th e r on the top and the  bottom.
D*ORMESSON
(Thoughtfully. In te r ru p tin g .)  In th e  trunk . (He hands him some 
books.) Treated c a re fu lly , besides i t s  value, i t  belongs to  someone 
e ls e .
JOINEAU
(Packs the books in .)
LAVALETTE
You w ill  have a d i f f i c u l t  t r ip  in  the  darkness.
D’ORMESSON
I t  i s  s t i l l  l ig h t .  And when i t  becomes gradually  d arker, the eye 
w ill  grow accustomed to  the n ig h t.—Do I say farew ell to  the Countess? 
I  am—as fa r  a s  i t  is  granted—happy to  serve with my empty house.
(To Jo ineau.) Does Mother Joineau give me a share of the cheese?
JOINEAU
She put a basket in  the  ca rr ia g e .
•D’ORMBSSON
A basket, already?
JOINBAU
The basket was not packed fo r you.
LAVALETTB
Mother Joineau had prepared fo r our t r i p .
D’ORMESSON
Then th e  cheese i s  in  i t ?  So the  departure i s  made easy fo r me, the
host thanks the guest fo r  th e  entertainm ent.
LAVALETTB
(Suddenly clasping h is  hands.) D’Ormesson— -
D’ORMESSON
(Looks a t  him .)——In the ca rriag e , Joineau. (Both e x it  through the 
g la ss  door.)
LAVALETTB
(Remains m otionless: energy is  t ig h t ly  drawn in h is  face . Now
c e rta in  of h is  unchangeable re so lu tio n —he goes with calm steps 
toward the stairw ay. Bresson stumbles in through the g lass door; h is  
r ig h t foo t i s  tw isted  in to  a club. His blouse and hose show fre sh  
te a r s  and s ta in s .)
UVALETTE
(Seizing him.) Boy, i t  i s  too ea rly  fo r  me to  be seen here . I w ill 
put you in the c e lla r !
BRESSON
I —Bresson—
UVALETTE
What are  you looking fo r  here?
BRESSON
The—Count— -
LAVALETTE
What do you know about my hid ing place?
BRESSON
Always. The Countess was here f i r s t .  Then the  Countess went away— 
and th e  Count came back!
LAVALETTE
Your flowers?
BRESSON
I wanted to  p ro tec t the Count!
LAVALETTE
Are you making claim fo r a repayment?
BRESSON
Today—the Countess Is  here!
UVALETTE
You play  the spy w ell.
BRESSON
Pressed to  the  gate—over the w all—through the bushes!—The Count 
must f le e ! !
UVALETTE
What do you know?
BRESSON
My fa th e r  has received many orders^ An o ff ic e r  I s  with him In h is  
room. Gendarmes from the  next v illa g e s . They gather In the  mayor1 
house. I  w ill lead the  Count to  the other side of town.
UVALETTE
(Slowly.) An o ff ic e r  of the royal gendarmes—
BRESSON
The Count can s t i l l  save him self—i f  we run!
UVALBTTB
(Calmly.) Go home.
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BRESSON
The Count must f le e .
LAVALETTE
(Bursting o u t.)  Back in to  l i f e ? !  In so litu d e , to r tu re d  by thorns??
BRBSSON
The Count's l i f e —
LAVALETTE
What vas I t ,  th a t  appeared to  me to  be more Important than th e  great 
Bmperor Napoleon once before today?! (The Countess en te rs  a b o v e -  
dressed in  woman's c lo th in g .)
BRESSON
(E xits qu ick ly , hobbling through the g lass door.)
THE COUNTBSS
At the window—I  sawj was i t  D'Ormesson, who went away with Joineau?
LAVALETTE
D'Ormesson paid us h is  v i s i t .
THE COUNTESS
(Coming down the s t a i r s . )  Without an opportunity  fo r  me to  thank him 
fo r  our Banctuary?
LAVALETTE
He was In a hurry .
THE COUNTESS
Did he come from P aris?
LAVALETTB
And back to  P a r is .
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THE COUNTESS
With news fo r you?
LAVALETTE
He gave him self the  appearance;—I did not urge him.
THE COUNTESS 
I would have made him ta lk  a t  any r a te .
UVALETTE
He was here fo r  h is  books—and besides you had locked yourself in .
THE COUNTESS
(In  fro n t of him sm iling .) I  could not use you, my f r ie n d . I was not 
p re tty . You must forg ive a w ife 's  small v a n it ie s . Forgive me. (Taking 
h is  head between the palms of her hands.) Now I have come to  you—and 
w ill always remain with you.
• LAVALETTE 
(Withdrawing and Bhaking h is  head.)
THE COUNTESS
D earest—?
UVALETTE 
You gave Mother Joineau an order.
THE COUNTESS 
(Looks a t  him. Then qu ick ly .) i t  h u rts  you—
UVALETTE
(Pushing her in to  the c h a ir .)  You are  t i r e d  from th e  t r i p —from shock-----
THE COUNTESS
(In  th e  c h a ir .)  Such a so ft cushion i s  tem pting.
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LAVALETTE
I t  i s  tempting to  m editation. 'A need of the body i s  s a t is f ie d —and 
one begins to  contemplate.
THE COUNTESS
(L iftin g  her arms to  him.) B eau tifu l new days are beginningl
UVALETTE
(Stops in fro n t of the  c h a ir .)
'THE COUNTESS 
Do not be im patient—a l l  time i s  le f t  fo r usl
LAVALETTE
 Df0rmesson dropped a h in t—we move here without any danger.
THE COUNTESS
Did D'Ormesson say th a t?
UVALETTB
He is  near the  King—and the King le t  i t  creep out in the conversation.
THE COUNTESS
You?—I?
UVALETTE
There a re  grounds fo r  a double pardon.
THE COUNTESS
D'Ormesson knows?
LAVALETTE 
The rep o rt goes—from a m ediator.
THE COUNTESS
Who?
265
LAVALETTE
He wanted to  give me h is  name—I refused to  l i s te n  to  him.
THB COUNTESS
Why?
LAVALETTB
(In  fro n t of h e r .)  Because I want to  know the la s t  th ing  only from 
you!
THE COUNTESS
No, I do not know anything.
LAVALETTE
We a re  walking around here without any r e s t r a in t—we have to  enjoy 
th i s  freedom.
THE COUNTESS 
Nowhere however do shadows gather, you said i t .
UVALETTE
Debt surrounds more deeply, debt which I do not cancel.
THE COUNTESS
What kind of debt Is  th a t?
LAVALETTE
To the m ediator.
THE COUNTESS 
I s  i t  not a  t r i f l e ,  th a t to r tu re s  you?
UVALETTE
I t  i s  appropriate  to  poison my l i f e  to  the end. I could not en’dui% 
the  s ig h t of mankind. Every person would fo rce  the  question  on me: 
i s  i t  he—he—he—, who o b lig a te s  me by my blood I
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THE COUNTESS
Stranger to  us both!
LAVALETTE
Spectres are  grinning a t  me everywhere. I  do not want to  look up, 
th e re  I t  i s  whispering behind my back. I tu rn  my head away a t the 
meeting—th e re  heads swell to  the  size  of moons, which b u rst above me 
a s  red  as blood!
THE COUNTESS
You are  to r tu r in g  yourse lf—
LAVALETTE
(In  fro n t of h e r, on h is  knees.) Save me!! save me ag a in !! you
have th e  s k i l l ! !
THE COUNTBSS
(Her head to  h i s . ) Have you not fo rgo tten?
LAVALETTB
Give my fe e lin g s  th a t overcome me a re s tin g  p la c e ; whom do I  thank—
fo r  you?!
THE COUNTBSS 
I  do not know th a t  we owe thanks.
LAVALETTE
(Stands up .) I  l ie d .  My presence com pletely su rprised  D*Ormesson— 
and your a r r iv a l  confused him boundlessly.
THE COUNTESS
Why did you l ie ?
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LAVALETTB
I  tr ie d  to  get an explanation. I  I r r i ta te d  him p i t i l e s s ly —and a t
la s t  he did not h e s ita te  to  Invent s to r ie s  of the means, th a t  are
a t the  d isposal of a woman, in order to  open a l l  the ways. I  laughed 
a t  him—he l e f t  me insulted!--Now I should be sorry—with every re g re t 
fo r  my e rro rs . No longer fo r  my sake—D!0rmesson deserves, th a t  one 
knows the t r u th .  I t  b rings no warmth to  me, no coldness—I s i t  here 
w ith couplets calm and l i s te n .  I  am an unconcerned l is te n e r .
THE COUNTESS
(Slowly.) I f  D'Ormesson comes once "more—
LAVALETTB
So we s i t  here—and w ait.
THE COUNTESS
---------- -X had no one who was kind to  me!
LAVALETTB
D'Ormesson's answer would read: you were good to  someone—and th i s  one
paid you, by helping you to  your freedom. According to  D'Ormesson's 
opinion.
THE COUNTESS 
D'Ormesson——would understand me.
• UVALETTE
Am I  a blockhead?
THE COUNTBSS 
(Breaking o u t.)  Nothing Is  tru e .
UVALETTE •
(Stands up .)
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THE COUNTBSS
Where are you going?
LAVALETTE
I am cold in  th i s  room.
THE COUNTESS
(Beside h e r s e lf .)  I  have not given myself to  anyone—in order to  
escape!! I  swear i t  to  you—a s only a human being can swear!!
LAVALETTB
(At the door.)
THE COUNTBSS
Are you coming back to  me?!
LAVALETTB
I w ill know you too l i t t l e  in  the  fu tu re , in order to  r is k  l i f e  with 
you.
THE COUNTBSS
Do you doubt my love?
LAVALETTE
I  do not want to  l iv e  in  th e  shadow of a frien d !
THB COUNTESS 
I  had no f r ie n d s - -—only enemies!
LAVALETTE
Then the puzzle of your lib e ra tio n  becomes only more d i f f i c u l t—and I  
can only solve i t  a t  the p lace , from where you came.
THE COUNTESS
Do you want——
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LAVALETTE
Up and down th e  s t r e e ts —to  ask from door to  door fo r  the p ro tec to r of 
the Countess L avale tte .
THE COUNTESS
(To him.) Escaped and a liv e —is  I t  not su ff ic ie n t? !
LAVALETTE
Life has a deeper death , I f  we are strange to  each other!
THE COUNTBSS
(Looks a t him—leads him to  the cushioned bench—s i t s  In the c h a ir .)
------------X have not lived  since I  have been h ere . (Shaking.) T ell
me th a t  one can b lo t oneself out—and be dead and s t i f f —when horror 
creeps over us!
LAVALETTB
(S ile n t .)
THE COUNTESS
They s b l l l  had no suspicion—and you came out lu ck ily ——I stayed 
back fo r you. I  was so preoccupied In your escape—th a t i  had fo r­
gotten  m yself. I  stood e rec t and a lso  prayed. To b eau tifu l angels 
who p ro tec ted  you. I  saw them as they went behind you with th e ir  
t a l l  white wings. I t  was magnificent to  know th a t you were under the 
blue sky. I t  was c e r ta in ly  a b ea u tifu l day. I  did not know anything 
about the  darkness around me!—Then someone stepped In—I only f e l t  
h is  presence—and saw through him along—he went away—and returned  
with so ld ie rs—who crowded around me—they babbled— and. I  kept 
lis te n in g  fo r  your s te p s . I t  was lik e  the sound of a b e l l  In my 
ea rs—and I could laugh—yes I  laughed—I  had to  laugh out loud-----
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——and my laughter awakened an uproar w ithin the w alls—the echo 
silenced  me—s t i l l  I t  resounded on without me—and even grew more 
f r ig h t fu l—th e  so ld ie rs  screamed I t  In my face—and something closed 
my mouth-— hands grasped fo r  me—a heavy weight f e l l  over me——and 
to re  me down on th o rn s, which stuck In the back of my neck—the
straw ! and the  ro arin g  stream ro lle d  over me—from animal—and
animal—and animal!!
LAVALETTB
(Bending backward sh a rp ly .)------------Did they not come again la te r?
THB COUNTESS
They l e f t  the door unlocked.
LAVALETTE
They crowded In to  you—according to  th e i r  humor?
THE COUNTBSS 
They brought th e i r  f r ie n d s  to  me.
LAVALETTE
Every n ight?
THB COUNTBSS 
I t  never became day down th e re .
LAVALETTE
 And today?
THB COUNTESS 
A coat and sca rf  were thrown In to  me.
LAVALETTB
Without d irec tio n ?
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THB COUNTBSS
Free!
LAVALETTB
(Turning h is  face toward h e r. His l ip s  become d is to rte d  l i t t l e  by 
l i t t l e .  He suddenly laugh? f re e ly  and s tre tc h e s  h is  hands toward 
h e r .)  You have conquered my susp icion . I t  now i s  made of bronze and 
Btands firm ly  fo r  a l l  tim e:—I have no frie n d  to  be a fra id  o f . They 
are enemies—repu lsive  even to  you. I t  has become c lea r  and unequivocal. 
I  move away from th a t—and crunch under my f e e t  whatever i s  under my 
f e e t .
THB COUNTESS 
Does everything l ie  f a r  behind you?
LAVALETTB
I  k is s  you. Can I  prevent th a t  the giances touched you? You d id  not 
re tu rn  them, th a t  i s  f in a l !  I  k iss  you.—The ta s te  has not disappeared. 
You have not given your l i p s .—Surprise is  no granting!
THE COUNTESS
Kiss me again!
LAVALETTE
With no Joy dearer than th is !
' THE COUNTESS
We know nothing more!
LAVALETTE
(Raising h im self.) One must th in k  i t  through to  the end—and throw 
lig h t where the th rea ten in g  shadows are  growing. They have fa l le n
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over you. They have hard ly  understood who you a re . The way they 
B tretch th e i r  wenches on th e  straw!
THE COUNTBSS
Not remember!
LAVALETTB
I t  concerns events ly ing  fa r  a p a r t . I am com plicating nothing—
I am c la r ify in g  I t .  Have you lo s t  me with a fe e lin g . Power forced 
you. Could.you ward them off?  Therefore you remained untouched.
THB COUNTBSS
>
We love each o ther more than ever.
i
LAVALETTB
Who has no enemies? How doeB one p ro te c t oneself? Can I  prevent 
tramps from climbing In to  my garden a t  n ight and te a r in g  out the most 
b ea u tifu l flow ers from the beds? Should I  now ro o t out the bushes?--
—The v io la tio n  happened when I t  stood unpro tected! Or they break
even Into the house, they  break In to 'p ie c e s  whatever they find  with
th e ir  f i l t h y  hands they te a r  th i s  tap es try —and s tlk e  a t  t h i s  woman
who I s  naked—who shines from the darkness (Losing him self more and
m ore.)—who take  her—and possess her—and d ese rt her as the day dawns— 
a t  which time the master of the house comes—and with d isgust c a rr ie s  
her weary body to  bed!!
THE COUNTESS
Oh, do not tro u b le  yourse lf—
LAVALETTB
I can heap up examples. I  am roaming through the s t r e e ts .  A b rick  I s
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loosened from a roof—and s tr ik e s  me r ig h t In th e  face . My nose Is  
crushed—-and so I  meet you. Without a nose—a bleeding bone g rin s  
betveen my eyes and chain . My mouth takes p a r t In i t .  I t  i s  a la rge 
yawning hole down to  my th ro a t. My th ro a t heaves v is ib ly  before your 
blue g lances. And you come to  me—and do not h e s ita te  the length of 
a b rea th—and you k iss  in to  the hole th a t the heavy b rick  made.
THB COUNTBSS 
(S ta r ts  to  l i f t  her hands to  him.)
LAVALETTB
Are you warding me off?  I s  d isgust shaking you? Does the  p ic tu re  
offend you already? I t  i s  a lso  repugnant to  me—to  touch youI
%
THB COUNTBSS
I would—lik e —to  k is s  you.
LAVALETTB
Why d id  you not cry  out and demand, p ro tec tion?!
THB COUNTBSS
You won time to  f le e  f a r .
LAVALETTB
Why did you not k i l l  yourself?
THE COUNTBSS
Someone had to  be in  th e  c e l l .
LAVALETTB
How could you bear i t ?
THE COUNTBSS
I  saved you!— - I  f e l t  nothing—no p ressu re , no embrace. I  lay  with
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s t I f f  limb8—lik e  they were carved from wood I—Only inside—deeply 
hid—d elig h t spark led :—i t  was b l is s fu l  in  order to  bear th a t fo r  youl
LAVALETTE
The blood r i s e s  in your cheeks! You suffered  because you responded 
with d e lig h t. You did not remain s t i f f —your body curved to  meet the 
p ressu re—and enjoyed i t .
THE COUNTESS
Do not say-—
LAVALETTE
Shall I suffocate i t ?  Shall I  crawl down in my shame—lik e  a dog 
th a t has been whipped with a switch?—Am I anything e lse  but a f i l th y  
beast?  Before those , who had th e i r  p leasure with you—u n t i l  they 
t i r e d  of you?—Then they sent you to  me. I am c e r ta in ly  of your kind: 
they  do not care about the love of a hussy. That i s  my freedom fo r 
which I thank you!!
THE COUNTESS
K ill me i f  you cannot bear i t .
LAVALETTE
(Shaking her by the shou lders.) To cheat me out of th e  r e s t .  I t  i s  
my tu rn  now! A r ig h t fo r  everyone!!
THE COUNTESS
Not not here!!
LAVALETTE
(Holding her with a b ru ta l g rip  in  th e  c h a ir .)  The opportunity  i s  in  
every cushion. You a re  not spoiled—and so f t  i s  b e t te r  than h a rd !!
THE COUNTESS
(Pushes him away from her with utmost exertion  and runs to  the 
stairw ay—s ta r t s  to  speak—climbs up the steps—e x i ts .)
LAVALETTE
(At the newel p o s t.)  You have made up your bed in the outer most 
chamber. Where i s  Mother Jolneau? Is  she wandering through the 
v illag e?  I s  she going to  in c ite  the young men?! (Bresson limps 
h a s t i ly  in  through the g lass door.)
LAVALETTE
Come here . Your scent does not deceive you. Go up!—Clubfoot, are 
you w aiting to  be urged? Where i s  the whip?
BRESSON
D’Ormesson i s  captured.’ Father Jolneau i s  captured!
LAVALETTE
The horse i s  gone!
BRESSON
The o ff ic e r  sent fo r  the Count!
LAVALETTE
Has he confided in  you?
BRESSON
I roamed through the  rooms—I played dumb—but could hear!
LAVALETTE
BRESSON
The Count should keep close behind me—the brook i s  Bhallow a t  one
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p la ce . A sandy hollov I s  on the o ther s id e . We w ill escape!
LAVALETTE
(Changes—composed.) How fa r  to  Paris?
BRESSON
But not to  P aris!
LAVALBTTE
Get a c a r t  and make the nag run, whatever i t  co s ts!!
•BRESSON
The Count i s  known in  P a ris .
LAVALETTE
Where they know me b e s t: we stop a t  the p riso n .
BRESSON
The Count—?!
LAVALETTE
I am not master of the  d e s ire — - to  k iss  the wretched straw !!
BRESSON
(L istens a t  the g lass  door—e x i ts .)
LAVALETTB
(Goes with a firm  step through the room—through the door in  the 
bookcases, which he p u lls  to  with a bang, e x i ts .)
THE COUNTESS
(Clothed in  the th in n e s t drapery—en te rs  above. She leans over the  
b an n is te r—searches and l is te n s .  She goes to  the door in  th e  book­
cases—t r i e s  the la tc h , which does not open. With a low c a l l . )  I  
am w aiting— I am w aiting——I am w aiting -
THIRD ACT
(The Countess Is  s t i l l  a t  the door In the bookcases. The r a t t l e  of the 
g lass  door rouses h e r. Bresson en te rs  with a bundle—he stands s t i f f l y  
a t the r ig h t of the Countess.)
THE COUNTESS
- .
(Drawing her clo th ing  more c lo se ly  about h e r .)  Are you bringing Mother 
Jolneau*s vegetables fo r  the kitchen? The entrance is  behind the house.
BRESSON
No vegetables! '
THE COUNTESS
(Sm iling.) Flowers fo r me?
BRESSON
This—fo r  the Count!
THE COUNTESS
You must be dreaming. The Count i s  in  p rison  in  P a ris . I doubt 
th a t he i s  a l iv e .
BRESSON
(V io len tly  shaking h is  head.) The Count has been here—since the 
Countess went away.
THE COUNTESS
You have not observed very c a re fu lly . I am very s im ila r in appearance 
to  the Count.
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BRESSON
The Countess f i r s t  came th i s  afternoon w ith Father Jolneau!
THE COUNTESS
Did you see the Count here?
BRESSON
Watching from the g a te .
THE COUNTESS
The purpose?
BRESSON
P ro tection  fo r th e  Count. Always my flow ers. They laughed a t  me there  
in  the  v illa g e —-and i t  s ta r te d  no suspicion!
THE COUNTESS
Why do you come now?
BRESSON
The Count i s  w aiting.
THE COUNTESS
Has th e  Count spoken to  you?
BRESSON
I warned the Count—tw ice.
THE COUNTESS
Of—
BRESSON
A rre s t.
THE COUNTESS
How?
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BRESSON
An o f f ic e r  I s  a t the mayor’s with a w arrant. D'Ormesson—Father 
Jolneau a re  already a rre s te d .
THE COUNTESS
The Count—
--w ants to  get away!
Alone?
With me—In my clo thes!
Where to?
To P aris!
To—??
To the prison!
(Supporting h e r s e lf .)
BRESSON
THE COUNTESS
BRESSON
THE COUNTESS
BRESSON
THE COUNTESS
BRESSON
THE COUNTESS
BRESSON
The Count must d isgu ise  him self Immediately. They are  In  th e  room In 
th e  ac t of leaving. The o ff ic e r  and many gendarmes. The Countess must 
make th e  Count hurry!
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THE COUNTESS
(C ontro lling  h e r s e lf .)  The Count—w ill hurry . Stay in  the k itchen .
BRESSON
The f l i g h t - i s  urgent!
THE COUNTESS
However he w ill follow  you w illin g ly -— i f  you lead him fa r th e r  tthan 
P aris!
BRESSON
(E x its  under the sta irw ay .)
THE COUNTESS
(Staggers to  the  ta b le . Mother Joineau en te rs  below the  s tep s .)
MOTHER JOINEAU
Our master i s  a rre s te d —Father Joineau i s  se ized . The good, dear 
s i r ,  D'Ormesson!
THE COUNTESS
Do not speak so loudly!
MOTHER JOINEAU
There i s  no object in  whispering any more. We are a l l  lo s t .  The
house i s  on f i r e —and whoever runs out is  hunted down lik e  a r a t!
THE COUNTESS 
You,are fo o lish , Mother Jolneau.
MOTHER JOINEAU
I see ghosts! I  have already  seen the  grey dog—bloated  lik e  a c a lf .
I t  i s  too la te  now!
THE COUNTESS
As l i t t l e  danger th rea te n s  you as D'Ormesson and Father Joineau.
MOTHER JOINEAU
I would l i s te n  to  th a t  so long, u n t i l  they t ie d  our hands behind our 
backsl
THE COUNTESS
The Count I s  g e ttin g  ready to  f le e  during th i s  hour. With B resson 's 
h e lp . I  w ill deny th a t he ever was here!
MOTHER JOINEAU 
So a th ing  lik e  th a t  should save us?!
THE COUNTESS
This or th a t—you a l l  w ill escape d is a s te r  together with the  Count!- 
Walt fo r the Count w ith Bresson!
MOTHER JOINEAU
(E xits below the  s te p s .)
THE COUNTESS 
(S ta r ts  toward the door under the bbokcases.)
• LAVALETTE
(Quickly coming out. H e s ita te s ,)  You?
THE COUNTESS
I wanted to  c a ll  you.
LAVALETTB
You ought to  go on up. I t  i s  g e ttin g  cool here from the garden.
THE COUNTESS
(Very calm ly.) Bresson is  h ere . You can change your c lo th es  in  the 
k itchen . In to  B resson 's c lo th es .
LAVALETTE
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THE COUNTESS
He urges you to  hurry—and Is  standing In the kitchen with Mother 
Jolneau. She w ill help you with the d isg u ise .
LAVALETTE
What did Bresson say to  you?
THE COUNTESS
You want to  force him to  go to  P aris  with you. I am sorry  about the 
la d .
LAVALETTE
J
What should happen to  him?
THE COUNTESS
You are Involving him an adventure th a t w ill end In the  p rison .
LAVALETTE
Where?
THE COUNTESS
The aim of your f l ig h t .
LAVALETTB
(S tares a t  h e r .)
THE COUNTESS
You a re  wrong however: you can hardly  hope fo r mercy from the band its ,
i f  you surrender y o u rse lf .
LAVALETTE
(Short laugh .) Hope fo r— (Almost screaming.) I  am looking fo r 
p ro tec tio n —from myselfi.’
THE COUNTESS
( I c i ly . )  The Count L avalette w ill be so kind—before he pu ts on h is
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beggar's  c lo thes—to  l is te n  fo r  the la s t  time to  th e  Countess L av a le tte . 
(She goes to  the chair—s i t s . )
LAVALETTE
(Follows her a s  In a daze to  the  couch.)
THE COUNTESS
(With th e  same s t i f f  composure.) You must not In te rru p t me, In order 
to  destroy the space of time which i s  a l lo t te d  to  you.—N either does 
i t  a l lu re  to  stay  w ith the  disappointm ents of l i f e  longer than i s  abso­
lu te ly  necessary! (After a short f i t  of weakness.) Childhood without 
p aren ts  Is  sad. Out of d eserted  homes to  black nuns. D isc ip lin in g  
from th e  convent teaches you: not to  dream. Large gardens a re  s i l e n t .
T a ll t r e e s  without a sky. Resignation drops in  the  blood. From hour
to  hour a d rop . My look was s t i f f —I betrayed other motion without
a shrug. I  submitted to  the  appearance and burned In f i r e ,  th a t
grew inwardly and excited  I t s e l f  with every opposition, which held me 
Inside the w a lls . I dreamed! I lay  awake a t  n igh t—and pain ted  
glowing p ic tu re s  In the blackness—I climbed and climbed—steps over 
high s te p s-— toward the  gleam of l i f e !  (Breathing deeply .) One tim e— 
In, the garden—nuns held me up to  the main g a te . There the beam broke 
over me: th e  Emperor! The Emperor he ld  my hand— I k issed h is  hand
deeply—he l i f t e d  the  k iss in g  mouth to  h is —I blazed up In triumph:
m istress  of th e  Emperor! However he offered  me only the Count
L avalette  to  be my husband!
LAVALETTB
(Bending f a r  forw ard.)
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THE COUNTESS
(Opening her eyes aga in .) The Emperor f e l l .  He pu lled  the Count 
L avalette  w ith him, lik e  everyone. My p ride  re tu rned : to  be the
wife of a p riso n er in f i l t h  and straw . Greed fo r your splendor, 
w ith which I  ro se , spurred ine on. I t  became rid icu lo u sly  unimportant— 
to  crouch in  your p lace on th e  flag sto n es . And eat from a bowl of 
ro tte n  soup. Most daring expectations whipped me—the dream of the 
maiden shot upward— : the  Emperor destroyed!—L avalette the hero of
the  s t r e e t—L avalette  emperor!!
LAVALETTE
(Laughs gasping.)
THE COUNTESS
(Scarcely co n tro llin g  h e r s e lf .)  Here I met you. Under Mother 
Jo in eau 's  wings—by Mother Joineaufs k itchen . So e n tire ly  s e l f -  
s u f f ic ie n t .  You ea t—you *sieep. And you are  s a t is f ie d —you have 
carnal d e s ire s . So you wait fo r  your maiden. She comes-— and is  
d isgusted  with the  Imposter, who gave her the name of L avalette .
LAVALETTE
(H oarsely.) Go on-----
THE COUNTESS
Nothing can persuade me to  go on ly ing  any more. You are  not any 
b e t te r  than Bresson. I f  you hide in  h is  c lo th es . I  am a fra id  of 
m istaking you. However I  would p re fe r  Bresson in  the  rag s. Bresson 
has ambition—he throws h is  l i f e  away in  order to  save Count L avale tte!! 
(R ising h a lf  toward L av a le tte .)  What i s  l i f e  worth? I s  i t  worth i t :
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to  ea t—to  sleep—to  grow old and d ie  and be fo rgo tten? Who throws 
away th i s  expenditure—when h is  means reaches the end?! (She te a r s  
her garments open.) I  would not have coveted. I was prepared from 
th e  f i r s t  day. You should climb. Where re s is tan c e  stopped—I stepped 
In . With my means I overcame I t —as only a woman can overcome. And 
laughing I had r is e n  again to  be thrown down again and again!!
LAVALETTE
(Stands up.)
THE COUNTESS
(Already with a breaking v o ice .) They pressed me on the straw—and I  
l e t  them have the p leasu re . I  gave—and gave—and gave. They should 
fo rg e t th e ir  duty—In order not to  destroy  my g l i t te r in g  dream: to  be
by your side envied by a l l  the world and c h ille d  by the  unapproachable
p ride  In the tu m u lt!!!!
LAVALETTE
(Throws h is  arms high—lau g h s .) The ido l laughs the idol ro a rs——
(F a lls  back on th e  couch.) The Idol r o l l s  about on h is  cushioned
throne—the g rea t ido l i s  w orthless he does not want to  thunder and
lig h ten !!  (Jumping up .) There a re  the  people behind him—he should 
give a chase with bugle c a l l s .  The g rea t Idol s t a r t s  running. Over
s tic k s  and stones the night swallows him—and the  morning s p its  him
o u t: saved------saved!!
THE COUNTESS
(Subdued.) You must go f a r th e r ,  Count L avalette .
LAVALETTE'
Saved! For th e  second time freed  from a narrow J a i l .  However today
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I  am not going to  stop my f l ig h t .  I t  rushes over mountains and v a lley s . 
I  have a wanton d es ire  to  drink in the a i r  with both lungs. My chest 
expands——and I would o ffe r  i t  to  the b u lle ts ! !  (D irectly  above the 
Countess.) Where i s  b a l la s t?  Where re f le c tio n ?  Where re tu rn?  (Stand­
ing up .) What a re  you here? A v ile  th ing—and bad and v i le  lik e  young 
h u ssies , who do not know whether they are c rea tu res  or stones!! (Bresson 
comes forward from below the sta irw ay .)
BRESSON
D'Ormesson—>Father Jolneau shot in  th e  v illa g e  s tr e e t! !
LAVALETTE
So quickly?!
BRESSON
The house i s  surrounded!!
LAVALETTE
Then save h im self, whoever loves h is  b rea th !! (Up th e  s tep s—e x i ts .)
BRESSON
(At the g lass door.) They are here—they are  everywhere. I  heard 
an order: the Count b e t te r  dead than a l iv e —lik e  D'Ormesson and
Father Jolneau! (Mother Jolneau comes below the s te p s .)
MOTHER JOINEAU
Here I lock up—as  in th e  k itchen . Here I ’put down. I  have no orderB 
from my m aster D'Ormesson—he announced no guests to  me.
BRESSON
(Half way up th e  steps—lis te n in g .) Window c la t t e r s —the Count i s  
going to  make a leap in to  the  bayonettes.
\
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THE COUNTESS
Bresson—th e  Count! Without a sound In my room! The la s t  in  th e  h a l l!
BRESSON
They w ill even hunt in  the  a t t i c .
THE COUNTESS
That—I may prevent!
BRESSON
(E x its  above. Blows of clubs aga inst an ou tside  door.)
MOTHER JOINEAU
Knock—knock, I  do not know you. Ask D'Ormesson whether you are  
welcome. I  help you f a r th e r .  (E x its  under the  s tep s . . Bresson en te rs  
above.)
THE COUNTESS
The outer room?
BRESSON
(Coming down.) No safe h id ing  p iace!
THE COUNTESS
Thank you, Bresson. (Up th e  stepB—e x its .  The g lass  door i s  opened: 
O fficer and gendarmes en te r  in  wide capes.)
OFFICER
(To Bresson.) What are  you doing here?
BRESSON
(Standing s tu p id ly .)  I  am th e  mayor's son. Vegetables fo r  th e  k itch en .
OFFICER
Away.
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BRESSON
(E x its  l e f t .  Between two gendarmes Mother Joineau comes forward from 
below th e  s te p s .)
MOTHER JOINEAU
(R esis tin g .)  You boors—walk in  f i l t h  even up to  your necks—would 
you stamp your d i r t  in to  the carpet? Go to ' the  d ev il—your m aster!!
OFFICER
The Mother Joineau?
MOTHER JOINEAU
The Mother Jolneau—th a t I am! I am she—and where i s  he? This i s  
th e  property  of d ’Ormesson—Royal L ibrarian  in  P a ris . He has s to len  
nothing—seized nothing!
OFFICER
His majesty does not owe d'Ormesson anything. The house has fa lle n  to  
the  crown.
MOTHER JOINEAU
T hieves!!—in  night and darkness—gang of th ieves! S tea l—plunder—
p u ll  th e  ta p e s tr ie s  from the w alls—foul th e  fu rn itu re  (A gendarme
s tr ik e s  her across the mouth.)
OFFICER
Which room i s  the Countf s?
MOTHER JOINEAU 
Ask Father Jolneau—I am not the v a le t .
OFFICER
The sentence i s  executed on Father Jolneau.
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MOTHER JOINEAU
Have you k il le d  the old man? Respect fo r your courage!!
OFFICER
Old woman, i t  i s  dangerous— (To the gendarmes.) Take th a t  woman in to  
the  garden!
MOTHER JOINEAU
Shoot!! I t  cracks louder Inside the  w a ils . (E xits with the  gendarmes
through the g lass  door.)
OFFICER
O bstinate companions of th ie v es . (Two gendarmes go back out the door 
in  th e  bookcases.)
OFFICER
Not below? (To other gendarmes.) Up with me. (He s ta r t s  up th e  s tep s . 
The Countess en te rs  above, where i t  i s  now dark. She i s  dressed as in  
th e  beginning in  L avalette*s c lo th es . One hand to  her back.)
OFFICER
(Surprised , stepping back.) Count L avalette—you a re  solving my problem 
fo r  me. I  should have had to  open your door with force!
THE COUNTESS
(M otionless above.)  ~
OFFICER
You are surprised  to  see me here . With obtrusiveness on my p a r t .  I  
remember ra th e r  w earily  th a t  you were mine already one tim e. You 
deserted  me without fu r th e r  fo rm ality . I t  was a p i t i f u l ly  frank con­
fess io n  of your aversion . I  have to  be angry with you.Count L avalette!
THE COUNTESS 
(Does not change her ca rriag e .)
OFFICER
I decided to  pay you back fo r th i s  In s u lt . With la te r  convenience.
I could not be angry with you a t  the moment. Nor my so ld ie rs . A fter 
a l l ,  you did not leave the straw empty behind you. And my men helped 
them selves!—Surely the Countess has not given you any fu rth e r d e ta i l s — 
Count L avalette?
THE COUNTESS
(Steps deeper.)
OFFICER
What do you want? There are  beings of f le sh  and blood. Your own was 
a t  stake—you l e f t  your own blood as se cu rity . Should they not compen­
sa te  themselves a t r i f l e ?  I t  became d e lig h tfu l hours fo r  lovers. 
Rousseau would have been e c s ta t ic :—the Countess and her nature boys!
THE COUNTESS
(Steps s t i l l  deeper.)
OFFICER
As every charm fades, fa tig u e  stepped in  here too . And f in a l ly  I  could 
not deny to  myself th a t  the Count L avalette would be demanded of me one 
day. Your d isease , a t r ic k  which helped me get a delay, could not la s t  
fo rev er. I t  was necessary to  exchange the b eau tifu l fa ls e  p risoner 
w ith i t s  o r ig in a l again . I do not:.pride myself in  t h i s  Idea. I t  i s  
cheap: where the  pigeon f i l e s ,  you a lso  fin d  i t s  mate. I le t  the 
birdB f ly  today and followed th e i r  f l ig h t .  You do not applaud, Count 
L avalette! (A gendarme comes h a s t i ly  through the  g lass door, whispers
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to  the O ffic e r .)
OFFICER
(Surprised , suppresses i t . )  Already?? (S h iftin g —to  the Countess.) 
Surrender yourself to  me, Count L av a le tte . I  have f u l l  power over 
your l i f e .  You h e s i ta te —
THE COUNTESS
(Brings her hand around, and tu rn s  her p is to l  on the O ffice r. The 
gendarmes ra is e  th e i r  muskets—salvo .)
THE COUNTESS 
(Unsteady ag a in st the  b a n n is te r .)
OFFICER
Leave, him th e re . To P a r is—whoever can shoot! (A ll e x it through 
the  g la ss  door.)
THE COUNTESS
(Down a t  the r a i l in g .  Bresson through the g la ss  door.)
BRESSON
The Count i s  saved! The O fficer i s  looking ou tside of th e  v illa g e !
The garden i s  empty!
THE COUNTESS
(At the bottom .)
BRESSON
(Understanding.) The Count i s  not——??
THE COUNTESS
(To the c h a ir .)  T e ll the Count good Bresson (She sinks in to  the
c h a ir . L avalette  s tep s  out above—in h is  s h i r t  s leev es .)
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LAVALETTE
Bresson—what happened??—a shot in the house steps going away
under the window— -??
BRESSON
LAVALETTE
(Looks around. Sees the Countess. With a leap down the stairw ay— 
to  the  Countess. L iftin g  her hand from her b re a s t, he uncovers the 
wound. On h is  knees—cry ing .) No!!
BRESSON
(Moves o ff through the g lass door.)
LAVALETTE
Not s i l e n t -  I do not understand i t ,  when you are s i le n t!
THE COUNTESS
(L if ts  her hand toward him.)
LAVALETTE
Numbed—I undermine you s t i l l !
THE COUNTESS
(Feebly.) My f r ie n d -—
LAVALETTE
F in ish  th e  t a l e - — which you invented.
THE COUNTESS
You——are a l iv e -—
LAVALBTTE
Not y e t!
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THE COUNTBSS
You-—-ought to  l iv e ------
LAVALETTE
How sh a ll I  liv e?
THE COUNTESS
Loved— -beyond death-----loved------------- (She stops breath ing . Excelman
comes In through the g la ss  door.)
EXCELMAN
Great times s tr ik e  e a r l ie r  than expected. The Emperor has landed 
from Elba. The King disappeared with bag and baggage. P a ris  I s  In 
a r io t !
LAVALETTE 
(Stands up in  f ro n t of the c h a ir .)
EXCELMAN
Your name Is  being tossed  about in  the tum ult, L avale tte , surging 
between the houses. They want to  see you—fre e  from p riso n . Come 
with me I want to  bring you to  the boundless ce leb ra tion !
LAVALETTE
(M otionless.)
EXCELMAN
No second re f le c t io n . The tumult needs a flaming to rch . Present 
the re jo ic in g  P aris  to  the  Emperor!!
LAVALETTE
(Goes to  him—leads him to  the c h a ir .)
EXCELMAN
(S ta r ts  to  ask .)
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LAVALETTE
(Averts him. Almost s o f t ly .)  Excelman, i s  i t  in  your memory, what 
I p ra ised  about my lib e ra tio n ?  Forget i t ,  i t  has become unim portant.
So i t  had lo s t  i t s  value—before the burden of the la s t  event. She 
who l i e s  here, gave her d e lic a te  body in  the c e ll  to  the rough rabble 
of the watches—fo r me! She who i s  s i le n t  here , endured the most
f r ig h tfu l  in s u lt ,  which women bear—fo r me!----- Spare your p ra ise .
Take a look a t the wounds—bleeding fo r  me!-----She loved i t ,  to  exchange
h e rse lf  fo r me. Then the b u lle t  th a t  was f ire d  fo r me h i t  h e r.
(V io len tly .) Is  i t  not worth your shock!----------- Other th ings flame
lik e  s ta r s  out of th i s  n ig h t, in  which she s leep s. She k i l le d  her­
s e lf—before her death! Do you recognize the in v is ib le  weapon, which
c a rr ie s  i t  out? How one d ie s  by l ie s ? ------------Does not everyone of us
d ie  by the rape of such a body? Who wants to  l iv e  with such d es tru c­
tio n ? ! Thera she made the urgency to  her w ill and placed h e rse lf  to
the p ro s t i tu te —salab le  fo r  gold, power, g lory . She turned the s a c r i­
f ic e  in to  lu s t  a f te r  the lu s tre  and g l i t t e r  of th e  throne! At a
d istance  she did not f r ig h te n  h e rs e lf—I laughed a t  my wooing fo r her 
favo r. Se.t f re e  of the ban, I  f le e .  The rescue succeeded!
EXCELMAN
(Bends over the corpse .)
LAVALETTE
The wounds are sm all—scarcely  th e  p a l t ry  size  of a c h ild ’s mouth— 
and merely b leed . However do not to r re n ts  break out of them? Do 
they not spread to  a flood , in which we must be wrecked—with our 
lu s t  and raving d es ire?  Bxcelman, must I  not loa the—every q u a rre l—
285
every boastfu lness of mankind!! (Bresson through the g la ss  door.)
BRESSON
The Bmperor has been In the country seven days!! The Emperor w ill be 
In P aris  th i s  evening!! The Emperor i s  marching by!!
EXCELMAN
(Takes a step toward the g lass door, h e s i ta te s .  In g rea t confusion.) 
The Emperor— -?  (March music in  the d is ta n c e .)
HELL,WAY,EARTH
Piece in  Three P arts  
by
Georg Kaiser 
1919
To You: 
Dante Anselm 
and.
Michael Laurent
CHARACTERS
S tro lle r
L ill
Edith
Jeweler
Lawyer
Police Lieutenant 
Penal D irector 
Hotel keeper 
Man with a Top Hat 
Man with Kid Gloves 
Young Gentleman 
Lady with L i t t le  Dog 
Lady In S iik  
Cashier 
Errand Boy 
Shop G irl 
Walter
Bscaped Prisoner 
P ro s titu te  
Sold iers 
Prison Masters 
A rrested  Ones 
P risoners
287
HELL
(Grand-Hotel: round red-gold drawing room. Telephone buzzes.)
EDITH
(Quickly from the r ig h t—s t i l l  w ith hat on—lis te n s . )  L il i?  
(Drawled.) The delivery  man ought to  bring  i t .  (L istening ag a in .)  
The d e liv ery  man ought to  come on. (Exits r ig h t—she comes back 
without her h a t—takes money from her lea th e r bag. Knock a t  the 
l e f t . )
EDITH
Yes. (S tro lle r  en te rs : deform ity in  a wrinkled cape. Knotted
bound cardboard box under h is  arm .)
EDITH
(S ta r ts  to  give him money.) Put i t  on the c h a ir .
STROLLER
(Sm iles.) I  am—the a r t i s t .
EDITH
(Looks a t  him.)
STROLLER
(Embarrassed.) I  was In te re s ted  in  the buyer.
EDITH
(Laughs loud ly .) Pardon—I laugh—: But th a t i s  ra th e r  amusing,
th a t  I  want to  give you the d e liv ery  fee—and you a re  the a r t i s t .
STROLLER 
(With a a l ig h t bow.) S tro l le r .
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EDITH
(Coolly.) I w ill put the p r in t  In the  trunk . Not with the card­
board box.
STROLLER
(At the ta b le —fu s s ily  unfastening  the cords—h is  face deeply bent 
over I t .)
EDITH
(A tten tiv e ly .)  I  have paid In the A rt Club and have a re c e ip t .
STROLLER
(Excited and u n c e rta in .)  The th ings th a t I have exh ib ited—since you 
are anxious about the "Orchids11— (He takes the p r in t  out and lays I t  
down)—I wanted to  hold back with these works—and the sing le  piece 
goes f i r s t .  (Standing up s tr a ig h t—toward E d ith .)  I  have brought 
everything th a t I  have—because you have picked the "Orchids"!
EDITH
Y/as my p r in t "Orchids"?
STROLLER
(With e f fo r t—sh o r tly .)  I  want to  s e l l  the e n tire  co lle c tio n .
BDITH
To me?
STROLLER
For a thousand marks.
BDITH
I  must d isappoint you—: I am tra v e lin g  as a lady companion.
STROLLER
You bought and paid fo r  th i s  p r in t .
EDITH
I  paid the sum.
STROLLER
(Looks away.) Would you recommend my th ings to  the  lady?
EDITH
(Amused.) I  can do th a t  on my. own.
STROLLER
(B rig h tly .)  Leave the  co lle c tio n  here?
EDITH
You can do th a t .
STROLLER
Give her a h in t  w ith two or th ree  words: I  am In te re s ted  In s e l l in g .
EDITH
At the s e t  p rice  of—
STROLLBR
A thousand marks!
EDITH
A round number, easy to  remember.
STROLLBR
( S t i l l  standing—rummaging In h is  Inside pocket—h a s t i ly .)  The 
thousand marks, yes! (B x lts . Bdlth opens the window—looks out and 
begins to  gesture w ith exaggerated anger. She s i t s  a t  the window 
s i l l —looking toward the  door. L l l l  en te rs—remains a t  the door.)
LILI
(Complaining to n e .)  Friendship over?
291
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Now, now. A person can expect th a t so rt of th in g , when she In v ite s  
someone on a t r i p  and covers the ejqjenses.
LILI
A fter a l l  I  intended to  be punctual.
EDITH
You can do i t  i f  you want to .
LILI
(Shakes her head v io le n tly .)  Sometimes you can’t .  D e fin ite ly  not.
EDITH
You can—
LILI
When you have to  buy heavenly p e a rls , you Just can not I (She 
runs to  B dith—embraces and k isses h e r .)
EDITH
For Bob?
LILI
(Shakes her head and tugs a t her ear lo b es.) For these two poor 
naked t ip s i
EDITH
Ear rings?
LILI
A l i t t l e  hook with grey-white drops—almost co lo rle ss—now and again 
a hue of m other-of-pearl.
EDITH
C an 't I  see?
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LILI
S t i l l  a t  the  Jeweler*s. He i s  sending them. I  wanted another 
a l te r a t io n .
EDITH
You have Ideas.
LILI
What w ill Bob say, when I  appear with them?
EDITH
He d o esn 't no tice  anything a t  a l l .
LILI
You underrate Bob.
EDITH
Possibly  as f a r  as  the b i l l  Is  concerned.
LILI
No, B dlth , I  have th a t much In my pocket. When I t r a v e l ,  I  must be 
ab le  to  buy th e  world fo r  m yself. Otherwise I t  has no a t t r a c t io n  
fo r  me.
EDITH
I have a lso  bought something—on your b i l l .
LILI
I  should pay the charges, because I  made you w ait. Is  I t  th a t  bad?
EDITH
A drawing.
LILI
Which was exhib ited  In  th e  A rt ciub? (She takes the p r in t . )
EDITH
Local c e le b r i t ie s .
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LILI
The p r in t  Is  cap ric io u s. A la  Beardsley.
EDITH
Which I  have f in a l ly  p icked. The d ire c to r  made q u ite  an e f f o r t .
He presumed th a t  I  was p a r t ic u la r ly  in te re s te d , because I  d id n 't  
leave the h a l l .
LILI
The p rice?
EDITH
Complete v lth  p o r tfo lio : one thousand marks.
LILI
Bdlth!
EDITH
T h irty  down—the r e s t — (She laughs—hugs L l l i . )  Swindle! You must 
have your p e a rls—my L l l i .  (Telephone buzzes.)
LILI
(Answers.) Who?—yes I'm  u p s ta ir s .  (To E d ith .)  The Jeweler i s  
coming. (Before the  m irror—smoothing her h a i r . )  Of course p ea rls  
are  e ffec tiv e  only in  th e  evening.
EDITH
(Closing th e  heavy c u rta in s—lig h tin g  a l l  the lamps.) The spo t­
l i g h t 's  on.
’ LILI
Why Is  the p o r tfo l io  here?
EDITH
The man was charming. This gracious s im p lic ity : out of embarrassment
I am tak ing  a p r in t—he must haye known immediately from the  A rt Club—
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a buy--sensation . A fter f iv e  minutes he b rings h is  oeuvre Into 
the  h o te l. With the eager d e s ire  fo r  a s a le .
LILI
Who w ill take the  th in g s  away? We are leaving th is  afternoon .
EDITH
He w ill get them him self from the  desk c le rk . (Knock.)
LILI
A vantl. (Jew eler—sto u t f ig u re —e n te rs .)
JEWELER
Do I  In te rru p t?
LILI
T hatfs a l l  r ig h t .  Do you have—
JEWBLER
(Hold the  l i t t l e  box o u t.)  That was only a t r i f l e .  I  personally—
I f  I  may say so—would have decided on th e  longer mounting. P a r tic ­
u la r ly  fo r  th e  oval face of th e  lady—i t  i s  d e f in ite ly -o v a l. But i t  
Is  a  m atter of t a s te .  Oood ta s te  la  personal—and should remain 
personal.
LILI
(Examining.) But—no. That I s  a misconception. But what have you—
JEWELBR
I s  the lady d is s a t is f ie d ?
This i s  aw fully  compact.
Madame, you decided—
LILI
I t  Is  c e r ta in ly  too sh o r t. 
JEWBLER
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LILI
E dith , see fop yourself how s t i f f —how boring. I t  makes my face 
l i f e l e s s .  Like a sphinx. D ull.
EDITH
The p ea rls  have to  swing.
LILI •
In cessan tly  in  motion! (To the Jew eler.) So I  can’t  wear them. Not 
fo r a l l  the world w ili I  go around lik e  th a t .  Like Sunday servant 
g i r l s .  No you must take them away with you aghln.
JEWELER
Madam you may remember, th a t  I allowed myself to  express h e s ita t io n —
LILI
We w ill s e t t l e  the size  ex ac tly .
JEWELER
(At th e  ta b le .)  That w ill be th e  b e s t. (Knock. E dith  opens.) 
(S tro lle r  e n te rs .)
LILI
(At the ta b le .)  A p en c il.
JEWELER
(Looks in  h is  pocket.)
«
LILI
B dith , have you a pencil?
EDITH
In  my bag.
LILI
Give i t - t o  me.
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C ertain ly—where i s  my bag?
May I  help you?
(Looking up .) Who a re  you?
The p a in te r  from whom I —
S tro l le r .
EDITH
STROLLER
LILI
EDITH
STROLLER
LILI
(AcceptsV) Thanks. (S igning .) I  am making i t  la rg e r—
' . " EDITH
L l l i ,  you are  drawing on the p o r tfo lio !
LILI
C atastrophe!
JEWELER
Would you use my notebook, madam?
EDITH
(Gives th e  p o r tfo lio  to  the  S t r o i le r . )  My frie n d  has a lready  looked 
a t  th e  p r in t  and lik e s  i t .  There a re  several fabulous p ieces among 
them, th a t have taken  our fancy. We already  have the  pleasure of 
owning one.
STROLLER
Thank you. Thank you.
LILI
Between th e  p ea rls  and ear—
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JBWBLER
Transfer th is  po rtion  of the p ea rls  to  the platinum  b ar.
STROLLBR
The lady is  not in te re s ted  in—buying?
BDITH
No.
LILI
(Standing u p .)  I w ill p ick them up myself on the way to  the s ta t io n  
th is  afternoon .
JBWBLER
The work of h a lf  an hour, madam.
STROLLER
Did you mention the p rice  of a thousand marks?
EDITH
Sorry, i t  i s  out of the question .
LILI
(With her w a lle t.)  I should l ik e —what was the p rice?
JEWELER
Two thousand four hundred. P lease , madam, upon d e liv ery . I  do not 
charge before the  lady i s  p e rfe c tly  s a t i s f ie d .
LILI
As you wish to  handle i t .
JBWBLER
The lady muBt find no fau lt. (E x its .)
BDITH
L l l i ,  the  gentleman loaned you h is  p en c il.
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LILI
Which the Jeweler put in  h is  pocket.
EDITH
You can s t i l l  reach him.
STROLLBR
(With a hoarse v o ice .)  I —donft  want to  s e l l  my drawings——  in order
to  make money fo r  myself——the drawings are only p re te x t 1 made
th e  attem pt because a thousand marks must become av a ila b le  !
(L i l i  and Bdith look a t  one an o th er.)
STROLLBR
I am carry ing  with me a telegram  from a frie n d —from an acquaintance 
of mine—he needs a thousand marks, which w ill save him from—oth er-
v wise he w ill be dead th i s  evening. I  d o n 't know why he asked me------
I am not a very close fr ie n d  of h is —I lo s t s ig h t of him fo r a long
tim e——th e  reason why he ca lle d  me : but I  Tiave been ca lled —
and can save a l i f e .  (L i l i  and Bdith wink a t  one ano ther.)
STROLLBR
I  have been on the  go in  the  s t r e e ts  since morning— - I  must f in d
h elp !— - I  run to  the A rt Club 1 have exhib ited—perhaps I  have
so ld—and th e re  i s  a  p iece so ld !——I get the bu y er's  name—I want to
show him what I  have perhaps he w ill buy more fo r  the thousand
marks, which I have to  have!
LILI
I t  i s  very sad, what you are  re la t in g —but I  c e r ta in ly  do not know 
your f r ie n d .
STROLLBR
He is  almost a s tran g er to  me!
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LILI
So don’t  take the m isfortune of another person too  t r a g ic a l ly .
STROLLER
The telegram  e x is ts —in  w rinkles and rumples! The fa te  of a man is
placed on my shoulders—and I  can not to s s  i t  o f f .  (To L l l i . ) -----
And now you share the re s p o n s ib ili ty  too , because you know about 
i t ! !
LILI
That is  very amusing.
STROLLBR
H orrib le , when one shuns h is  ob liga tions!
LILI
I  w ill not buy your p ic tu re .
STROLLBR
Don’t  buy—the p e a rls !!
LILI
(D eclin ing.) P lease.
STROLLBR
Two thousand four hundred fo r  p e a r ls , which you f lip p a n tly  a ttach
to  your ea rs  and not a thousand fo r a man, who can liv e ? !!
LILI
That i s  none of my business.
STROLLBR
That th i s  man, who is  cring ing  now in  the fe a r  of death-----
LILI
I  do not know the  man!
BDITH
But why does he need the  money so urgently?
STROLLBR
In order to  l iv e —lik e  you—lik e  m eJ-like anybody!!
LILI
I do not give away a thousand marks to  complete s tran g e rs .
STROLLBR
Don’t  buy the p e a r ls—th a t you are  paying fo r with a man’s l i f e ! !
LILI
I have two ea rs------
STROLLER
You hear and know!!
LILI
—and need two p ea rl ear r in g s . E d ith , open the window.
(Edith opens the c u r ta in s . S tro l le r  grasps h is  forehead—sta re s  
a f te r  L i l i—c o lle c ts  him self h a s t i ly —e x its  s w if tly .)
BDITH
(Turning off the  l ig h t . )  Away with the spook.
LILI
Come along—now I  w ill  have some i i t t l e  holes p ierced in my e a rs .
(P rison . White walled four cornered room. Grey stone f lo o r .
Two square black iron  s lid in g  doors in  the  rea r  w all, steps lead 
up to  them. At cen ter a black iron  block ta b le , red  signal lamps 
with f lap s  in  the ta b le  to p . Small black iron  doors r ig h t and l e f t ;  
th e re  is  a black iron  bench: s i t t i n g  s t i f f l y —th ree  so ld ie rs  in 
green. Behind block ta b le —manipulating i t ,  s ta rin g —s i t s  the Police 
L ieutenant. S ilence. Red sig n a l lamp tu rn s  on. Cracking knock in  
the block ta b le .)
LIEUTENANT
(Opens f la p —takes cy linder ou t, from which he 
red t ic k e t .  A fter read ing .)
S o ld ie r .
(Sold ier s tep s  to  the block ta b le .)
LIEUTENANT
(Gives him th e  t i c k e t . )  The p riso n . (Soldier 
tenan t re s to re s  cy linder—closes f la p —presses 
in  the  block ta b le .  Red sig n a l lamp goes ou t. 
r ig h t another so ld ie r  en ters  with a p riso n er: 
q u ie tly .)
SOLDIER
The p riso n er.
LIEUTBNANT
(To the p r iso n e r .)  The person as id e n tif ie d  by the red tic k e t?
unfastens a ro lle d
e x i ts  l e f t .  Lieu- 
lev er: sh o rt ru s t le s
S ilen ce . From the 
a bearded man—moving
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PRISONER
(Looks up—glances around—s ta re s  in to  space—stands e re c t ly .)
I  am—not g u ilty !
LIEUTENANT
The question only concerns: the person as Id e n tif ie d  by th i s  red
t ic k e t .
PRISONER
I am—d e f in ite ly  not g u ilty !
LIEUTENANT
The question  fo r the  th ird  tim e: are  you the person id e n tif ie d  by
th is  red  t ic k e t?
PRISONER
(Screaming.) No one can be so g u ilty  : h ere , separated  from
humanity.
SOLDIER
(Quickly handcuffs h is  w r is ts .)
LIEUTENANT
The person Is  p riso n er.
(So ld ier leads the subdued p risoner to  the  door a t  the r ig h t above— 
s lid e s  I t  as ide—another black Iron gate before the room in  grey 
l ig h t :  f e t te re d  p riso n ers—men—surging aga inst the b ars—shouting:
I  am not g u ilty !!  S o ld ier opens the  gate and pushes the  p risoner 
In . Sate and door closed again . S o ld ier crosses l e f t  to  the  f ro n t— 
s i t s  s t i f f l y .  S ilence. Noise In th e  block ta b le —red sig n a l lamp 
f la r e s  up .)
LIEUTENANT
(Opens f la p —takes out cy linder—removes red t i c k e t . )
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S o ld ie r. (Third so ld ie r  steps to  the block ta b le .)
LIEUTENANT
(Gives him the  red  t i c k e t . )  The p rison .
(Sold ier e x its  l e f t . )
LIEUTENANT
(Returns cy linder—closes f la p —presses lever—red signa l lig h t goes 
o u t. S ilence. From the r ig h t f i r s t  so ld ie r  en ters  with a p riso n er: 
woman with a h a t .)
SOLDIER
The p riso n er.
LIEUTENANT
Person as id e n tif ie d  by th is  red tic k e t?
PRISONER •
(Her eyes searching the w alls—murmuring.) I  am—not g u ilty !
LIBUTBNANT
The question  only concerns the person .as id e n tif ie d  by th is  red 
t  ic k e t .
PRISONER
(Sharper.) I am—not g u ilty !
LIEUTENANT
The question fo r  the  th ird  tim e: are you the person as id e n tif ie d
by th is  red t ic k e t?
PRISONBR
(Knees giving way—hands clasped around block ta b le .)
No one can be so g u ilty  : h ere , separated from humanity!!
SOLDIER
(Puts on th e  handcuffs.)
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LIEUTENANT
The person i s  p riso n er. (Sold ier brings the p riso n er to  the door 
a t  the l e f t  above—r o l ls  i t  open—same as the room a t  the r ig h t with 
women with s im ila r gestu res and c r ie s :  I  am not g u i l ty ! !—so ld ie r
pushes p risoner behind the gate—closes i t —w aits a t  th e  l e f t  a t  the 
f ro n t .  S ilen ce . S tro l le r—s t i l l  with p o r tfo lio —en ters  from the 
l e f t . )
STROLLER
(Close to  the block ta b le .)  There is  no time to  lo se . I t  w ill be 
murder.
LIEUTENANT
Are you making an indictment?
STROLLER
I am making an indictm ent. I t  w ill be murder.
LIEUTBNANT
Who has been k ille d ?
STROLLER
There is  no time to  lo se . The c u lp r it  gains tim e.
LIEUTENANT
The name of the c u lp rit?
STROLLER
I don’t  know. In the  Grand-Hotel. Round red-gold drawing room.
A woman. A woman with her f r ie n d . T ravelling—and p u ttin g  up a t  
the Grand-Hotel—and i t  w ill be murder.
LIBUTBNANT
The motive?
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STROLLBR
Prem editated. With knowledge and in te n tio n . With the approval of 
her f r ie n d . With warning on my p a r t .
LIEUTENANT
Did you know about the prem editation?
*
STROLLER
There is  no time to  lo se . The woman is  tra v e llin g  to n ig h t. Between 
now and evening i t  w ill happen, what is  going to  happen.
LIEUTENANT
What i s  “going to  happen?
STROLLER
Murder.
LIEUTBNANT
Is  i t  not committed?
STROLLER
The prem editation remains. The ac tio n  proceeds—must proceed with 
every minute toward murder.
LIEUTENANT
Who is  in danger?
STROLLBR
A fr ie n d . An acquaintance. A somebody. Why?
LIEUTBNANT
He w ill be p ro tec ted .
STROLLER
He is  not in  the c i ty .
LIEUTBNANT
i
Who c a rr ie s  out th is  deed in  another c ity ?
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STROLLBR
The woman.
LIBUTENANT 
Dobb she In c ite  a th ird  person?
STROLLBR
She w ill k i l l  here—and she w ill k i l l  th e re . There is  no time to  
lo se .
LIBUTENANT
No one murders un less he p a r t ic ip a te s  or In c ite s .
STROLLER
I t  is  not possib le?  Murder not p o ssib le—across ro o fs—across c i t i e s — 
across railw ay s ta t io n s —around the world murder is  not p o ss ib le—out 
of every spot on earth??  (Knocks in  the block ta b le —two sig n a l lamps 
l ig h t up .)
LIEUTENANT
(Attends the  block ta b le .)  S o ld ier—s o ld ie r .  (Two so ld ie rs  go to  the 
block ta b le .)
LIBUTBNANT
(Gives each a red t i c k e t . )  The p rison—th e  p riso n . (The two so ld ie rs  
e x it l e f t . )
STROLLER
(Takes out the te legram .) The fr ie n d —th e  acquaintance—the somebody 
te leg rap h s . Read. P lease , L ieutenant, read fo r  y o u rse lf .
LIEUTENANT
(Reads.)
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STROLLBR
I  can’t  send. X am d e s t i tu te .  I get acquainted with the lady’s 
fr ie n d —through her the lady—I b ring  her the inform ation, of what 
would happen i f  nothing happens. The lady buys p ea rls  from a Jeweler 
fo r  more than double, what w ill be necessary here—she i s  able to  buy 
p e a rls—can do what i s  necessary—and does not do i t .
LIBUTENANT
How do you bu ild  up the  suspicion  of prem editation of murder?
STROLLER
I do not bu ild  up—I learn! I hear with my ears—I see with my eyes— 
I know, th a t  between now and evening nothing w ill be prevented th a t 
can be prevented!!
LIEUTBNANT
(dives the d ispatch  back to  him.) The woman is  not l ia b le .
STROLLER
Because i t  h a s n 't  been committed yet?
LIEUTBNANT
Because the prem editation does not e x is t .  (From the r ig h t so ld ie r  
en ters  with a p riso n er: a youth.)
SOLDIER
The p riso n e r .
LIBUTENANT
(To the p r iso n e r .)  The person as id e n tif ie d  by th is  red  tic k e t?
PRISONER
(Looking around—whimpering.). I  am—not g u ilty !
LIEUTENANT
The question  only concerns: the person as Id e n tif ie d  by th is  red
t l c k e t .
PRISONBR
I  am not—th a t g u ilty I
LIEUTBNANT
The question  fo r the  th ird  tim e: are you the person Id en tif ie d  by
th is  red t ic k e t?
PRISONBR
(On the f lo o r .)  No one can be so g u ilty  :• here , separated from
humanity!
LIBUTENANT
The person Is p riso n er.
SOLDIER
(Handcuffs—leads him toward the r ig h t above: gestures and c r ie s
from the men behind gate—prisoner Inside—S old ier re tu rn s  to  the 
l e f t  a t  the f ro n t .)
STROLLER
L ieutenant, do something, th a t  could be e ffe c tiv e —of unimaginable
consequences. Murder has not been committed—murder has not been pre­
m editated : prevent the purchase from the  Jew eler. Invent a
p re te x t, with which to  a r r e s t  the woman. She is  tr a v e ll in g —she Is  
susp icious to  you. You want to  obtain  Inform ation. And everything 
th is  evening tu rn s  out to  be In e r ro r .
LIEUTBNANT
(Returns th e  cy linder—closes the f la p .)
STROLLER
She w ill now be unable to  go to  the Jew e le r 's . She becomes con­
scious—I t  comes to  her mind. She was not allowed to  buy from the 
Jeweler—she had to  save a somebody's l i f e .  I t  w ill come to  her 
lik e  lig h tn in g —the knowledge makes her glow—and giving help flows
out of her hands e n th u s ia s tic a lly , of her own accord!!
LIEUTENANT
(S ile n t.)
STROLLER
L ieutenant, she knows and w aits on the sharper Impulse. She knows 
about her knowledge of the somebody's being in danger. That knov/ledge 
is  passive In her no longer—from an aroused sense of re sp o n s ib ility  
she c le a r ly  sees the d ire c tio n  in  which she must a c t:  to  be forced
toward happiness by giving help to  somebody, who is  somebody somewhere
LIEUTENANT
(Unmovlng.)
STROLLBR
Lieutenant, the red t ic k e t  fo r the woman!!
LIEUTENANT* *
(Unchanged.)
STROLLER
L ieu tenan t,—the red t ic k e t! !
LIEUTENANT
(As b e fo re .)
STROLLBR
The red t ic k e t ! !  (From the l e f t  two so ld ie rs  en ter with two p riso n ers  
a woman with a sca rf  around her head and a man bare headed.)
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LIBUTENANT
(To the p r iso n e rs .)  The persons as Id en tif ie d  by the red  tic k e ts ?
MAN PRISONER
(L if tin g -h is  hands toward the Woman P riso n er.)  I am—not g u ilty I
WOMAN PRISONBR
(L iftin g  her hands toward the Man P riso n er.)  I am—not g u ilty !
LIBUTENANT
The question  only concerns: the persons as Id e n tif ie d  by these red
t ic k e t s .
MAN PRISONER
(S tre tch in g  h is  arm toward the Woman P riso n er.) I  am d e f in i te ly — 
not g u ilty .
WOMAN PRISONBR
(S tre tch in g  her arm toward the Man P riso n er.)  I am d e f in ite ly — 
not g u il ty .
LIBUTENANT
The question  fo r  the th ird  tim e: are you the persons Id e n tif ie d  by
these red tic k e ts ?
MAN PRISONBR
(Moves toward Woman P risoner; hindered and handcuffed by the s o ld ie r .)
I  am not so g u ilty —th a t  they w ill separate  me from you!
WOMAN PRISONER
(Moves toward the Man P risoner; hindered and handcuffed by the  s o ld ie r .)  
I  am not so g u ilty —th a t  they w ill separate  me from you!
LIEUTENANT
The persons a re  p riso n e rs . (S o ld iers conduct the Man and Woman 
P risoners to  the separate  doors— -open them.)
MAN PRISONER
But I  am not g u il ty -— 1!
THE MEN
(Behind the g a te .)  Nobody Is  th a t  g u ilty -----
WOMAN PRISONER
And I am not g u ilty  II
*
THE WOMBN
(Behind the  g a te .)  Separated from humanity!!
SOLDIERS
(Push P risoners Inside—close—tu rn  back down l e f t . )
'STROLLER
(Staggers out a t  the l e f t . )
(Lawyer’s chamber. Three cornered room pointed toward the g lass 
door in  the r e a r .  F ile  shelves surround the room covering the w alls. 
There Is  a door on the  r ig h t .  In  the center a green covered ta b le . 
Behind the g la ss  door: counter under a b rig h t lamp with a sa fe .
Lawyer In a grey coa t, red  b r i s t ly  h a i r ,  red  long square beard—a t 
green ta b le : p resses a b e l l  bu tton . Beyond the g lass  door: Cashier
and Gentleman In a Top Hat counting money. From the r ig h t the Gentle­
man with Kid Gloves e n te rs .)
LAWYER
The case?
GENTLEMAN
Urgent. The debtor Is  going to  escape me.
LAWYER
Debt req u is itio n ?
GENTLEMAN
Even to  the se izu re . Bven to  s tr ip p in g  him c lean . The la s t  nickel 
must show up.
LAWYER
Bvidence?
GENTLEMAN
(Takes paper o u t.)  Every scrap of paper on f i l e .
LAWYER
(Looking through sh e e ts .)  Advance payment 800?
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GENTLEMAN
(Already with money in hand.) In  cash.
LAWYER
I accep t. (He w rites a note—gives i t  to  the  Gentleman.)
The cash r e g is te r  through the g la ss  door.
GENTLEMAN
(Goes to  the  r e a r . The man in the Top Hat has already  withdrawn to  
the l e f t . )
LAWYER
(Presses b e l l  b u tto n .)
(From the r ig h t a Lady with a L i t t le  Dog.)
LAWYER
The case?
LADY
I don’t  want to  become exc ited . I t  ex c ite s  me, as o ften  as I  t e l l  
i t .  Would you read?
LAWYER
(Reads.) Advance payment 300?
LADY
With halloo  and heydey.
LAWYER
I  accep t. (He w rites a note—gives i t  to  h e r .)  Through the g lass 
door to  the cash r e g is te r .
LADY
(Already with money in  her hand.) That i s  provided fo r .  (Goes to  the 
r e a r .  Man with Kid Gloves has a lready  withdrawn to  the l e f t . )
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LAWYER
(P resses the b e ll  bu tton . S tro l le r  en ters  from the r ig h t .)
LAWYER
The case?
STROLLBR
The sim plest in th e  world. One human being i s  dead—and another 
dangles pearl eardrops in  her ea rs .
LAWYER
The evidence?
STROLLBR
(Takes telegram  out of h is  pocket.) Overwhelming.
LAWYER
(Reads.) You loan th i s  one a thousand as requested in  th e  telegram  
and now you sue fo r  repayment?
STROLLER
No. Everything i s  le s s  com plicated. The thousand has not been p a id .
LAWYER
Did the sender have a claim  to  th is  amount?
STROLLER
The claim of the  sender d o esn 't stand in  question  h ere .
LAWYBR
Did th e  sender offend you when he refused to  repay you?
STROLLER
What kind of questions are you inventing?—I sa id : The sim plest case.
One human being is  dead—and another dangles p ea rl eardrops in  her 
ea rs !!
315
LAWYER
I  am not abandoning the basis  of the f a c t .
STROLLER
I t  Is  f a c t :  a human being d ie s—and another buys p e a rls !!
LAWYER
Who Is  the  other?
STROLLER
A lady.
LAWYER
Her connection to  the sender of th e  telegram?
STROLLER
I am es tab lish in g  the connection to  bear here , by su f f ic ie n tly  ex­
p la in in g  about the lady: a man w ill be dead, I f  she buys the p ea rls .
LAWYER
You bring  an Indictment?
STROLLER
Of murder.
LAWYER
What murder?
STROLLER
The man Is  dead! Pearls hang In the la d y 's  ears!
LAWYER
The Indictm ent Is  not well founded.
STROLLER
The Indictment I s  not well founded?
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LAWYER
The inciden t co llap ses . (He p resses the b e l l  bu tton . From the 
r ig h t a Young Man e n te r s .)
LAWYER
The case?
YOUNG MAN
Inheritance .
LAWYER
Evidence.
YOUNG MAN
(Giving him papers.) The e n tire  slough.
LAWYER
(Reads.)
YOUNG MAN
Last time thoroughly defeated a t the hands of the opposing lawyer. 
Other h e irs  and th e ir  shyster g rin  and cheat me out of a f i f t h  p art,
LAWYER
Advance payment 900?
YOUNG MAN
(Money already  in hand.) Extra 900 fo r f u l l  success.
LAWYER
I accep t. (He w rites—gives him a n o te .)
YOUNG MAN
F in a lly  we are h i t t in g —my dear f r ie n d s .
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LAWYER
The cash re g is te r  through the g lass door.
YOUNG MAN
(Goes to  the r e a r .  The Lady with the L i t t le  Dog has already  withdrawn 
to  the l e f t . )
LAWYER
(S ta r ts  to  p ress the b e l l  bu tton .)
STROLLER
(Firmly grasps h is  hand.) S ir—among the laws—in  your books of a l l  
th e  laws—in your lib ra ry  of law books there  must be th a t  law. My 
law.
LAWYER
I t  does not e x is t .
STROLLER
No—ho, not in  your law books. They a r e n 't  complete, as books never 
a re . S ir—notice the e s se n tia l f a c t :  th is  omission. This destroy ing
omission!
LAWYER
I am a robo t, who ap p lies  ex is tin g  laws.
STROLLER
Laws have to  be invented anew every hour. One may se t up schedules 
fo r  ra ilro a d s , s t r e e tc a r s ,  steamships—but not fo r  men.
LAWYER
This I s  no case fo r  me.
STROLLER
U ntil today. No case fo r  you, fo r everyone. Because no one has seen
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I t  befo re . But today some one got h u r t. For the f i r s t  time i t  be­
comes evident and becomes the case of a l l  cases. A new opposition 
fo r p la in t i f f  and defendent is  produced. Nobody is  ab le to  l iv e  any 
longer, who has not seen the dec ision . And the decision  i s  made, the 
way i t  has to  be: condemnation of the one, who i s  the c u lp r i t .  Cul­
p r i t  with every indictm ent—with every repentance. The condemnation 
d e liv e rs  m illio n s of c u lp r i ts .  No one remains innocent—and under 
th i s  su it  a l l  s u i ts  are  s e t t le d .  The e te rn a l cleaning w ill be done. 
There w ill be dooms day with a Judgement th a t accuses everybody!— - 
S ir!  Your appeal fo r r ig h t may flow from your r ig id i ty ! !
LAWYER
I  w ill accept.
STROLLER
Do reasons and more reasons overwhelm you?
LAWYER
A tr ic k  w ill be u se fu l.
STROLLER
Everyone w ill be good.
LAWYER
Do you remember, th a t the lady mentioned something which you might 
have taken fo r  a promise?
STROLLER
I  remember. That i s  the way I understood i t .  Otherwise I  would not 
have l e f t  the h o te l room!
LAWYER
That i s  where I  begin.
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STROLLER
This or th a t .  The Indictment must succeed—must be duly respected— 
v is ib le  to  a l l  the curious, who become excited  in  the pros and cons— 
and only the pros should sound lik e  a trumpet in the thundering ver­
d ic t of the f in a l  so lu tio n . Fanfares above everything—clear sounding 
horn to  heaven and earthM
LAWYER
The re s u l t  i s  questionable.
STROLLER
No question about the f in a l  r e s u lts !
LAWYER
The lengthy leg a l procedure-----
STROLLER
Judgement day w ill be speeded up.
LAWYER
An estim ation  of the co s ts-----
STROLLER
Humanity w ill reward humanity.
LAWYER
An advance payment of 1000 in  cash.
STROLLER
With an advance of 1000—??
LAWYER
I accept with an advance payment of 1000.
STROLLER
I am d e s t i tu te -----
LAWYER
(P resses the b e ll  bu tton .)
(From the r ig h t a Lady In S ilk  e n te rs .)
LAWYER
The case.
LADY
Dlvorcons.
LAWYER
The evidence?
LADY
(Hands him pap er.) My husband’s love a f f a i r  has been observed.
Apres mol le  deluge—namely the d ivorce. He sh a ll have i t .
LAWYER
(Leafing th rough.) Advance payment of 600.
LADY
He w ill pay fo r everyth ing . (Money In her hands.)
LAWYER
I accept.
LADY
That goes without saying.
LAWYER
(W rites—hands her a n o te .)  The cash re g is te r  through the g lass door.
• STROLLER
(Staggers out a t the r ig h t .)
(Bend In th e  s t r e e t  with a jewelry s to re . Blazing heat of noon.)
STROLLER
(Presses against the show window.) There i t  l i e s  1 I t  is
spread ou t-—- I t  i s  arranged broadly and densely l in e s  flow in
every d ire c tio n ——lig h t  sp lashes-— a human being m elts away! One 
can not th ink  of re s is ta n c e . He who passes by here—w ill be b ribed . 
This i s  what s t i r s  i t  up. He who passes by here—is  doomed. Every­
th in g  has been arranged sim ultaneously with th i s  show window, A
human being m elts away—and commits murder! I want to  be content
with th i s  statem ent and not pick a f ig h t aga in st the  world. No one 
can demand th a t  from me. A human being m elts away——and commits 
murder. I  can n e ith e r close the Jew eler's  shop nor buy up a l l  h is  
s tock . I t  d o esn 't l i e  w ithin  my power to  clean up th i s  s t r e e t .
The Jew eler’s shop w ill be wide open—and human beings w ill melt 
away a t  the show window—and commit murder. These are th e  d a lly  
in c id en ts  in  th i s  bend in  the s t r e e t .  N either can I s tra ig h te n  out 
the s t r e e t ,  which i s  crooked. That i s  q u ite  Im possible. (He p u lls  
him self back.) The Jeweler w ill not l i s te n  to  reason in  h is  s to re — 
h is  c a p a b il i t ie s  of l is te n in g  to  my reasons are  paralyzed. The
attem pt would be doomed. I can spare myself the tro u b le . I  can
leave th is  s t r e e t  to  the  dancing on the curb one step with
the  l e f t  fo o t one step  with the r ig h t fo o t one step  with the
l e f t  foot  one step with the r ig h t foo t  (He doeB i t  tu rn s
around.) In  order to  re tu rn !!  (Running up to  the show window——
spreading out h is  hands on the g la s s .)  A man is  dead and lin e s
flow—lig h t  sp lashes— -and human beings melt away—and murder 
other human bein g s!!— This Is  where e v il deeds are in c ite d —— 
behind th i s  skin  of g la ss , tem ptation Is  lu r in g -— the cause of the 
e v il  d isp lay s i t s e l f  Impudently. (Pressing h is  back to  the pane 
and spreading h is  cape forw ard.) S hatte ring  impact of the sun upon
me flow of heat which devours, a f te r  me:----- w ithering I must
cover the g la ss  wall fo rev er!!  (He lowers h is  arms and l is te n s  
along the s t r e e t . )  Passer-by? At th i s  hour? In the heat of noon? 
(Glancing up a t  the houses.) The Venetian b lin d s are lowered a t  
the  windows. Happily a shadowed room. Around the tab le  a domestic
g athering . Clear g lances. G u iltle ss  human beings! No p asse rs-
by. You remain in  your shadowed room. Do not step from the door—
do not go into the Btreet do not pass here : so far I  have
not been able to  p ro te c t you!——Walt awhile they c e rta in ly  never
have been in  a hu rry ! But w ait : I  s t i l l  have to  make arrange
ments—--which w ill serve a l l  of you! Because otherwise human
beings w ill melt away and w ill murder human be in g s!! Once I
have seen a lady become g u il ty , because the tem ptation was not r e ­
moved—— : now I  have tracked  down the cause now I w ill make a
clean sweep!! (He goes in to  the Jew e le r 's  s to re . Screams from the 
s to re . S tro l le r  stag g ers in to  the s t r e e t—runs away.)
JEWELER
(From the  s to re —supporting him self—pressing  pocket handkerchief to  
h is  neck.) I —have—been—assau lted —in—my s to re — !!
WAY
(Highway with a bridge. S tro l le r  en te rs—reaches the cen ter of 
the b ridge. From the r ig h t an Escaped Prisoner runs in—gasping— 
tugs a t  the S t r o l l e r ’s overcoat. From the l e f t  a P ro s titu te  
en te rs—a sca rf  over her face—s ta r t s  to  Jump over the bridge 
r a i l in g .)
STROLLER
Like an invasion from both s id e s . (To the Escaped P riso n er.)
Don’t  claw a t  my threadbare overcoat—which you are going to  hold 
in  your f i s t ,  Instead of me. I w ill l i s te n  to  you without r e s i s t ­
ance. Defense a t  the other side i s  more urgent—frien d  and foe 
to g e th e r, the re  you have to  make a d is t in c t io n . (He p u lls  the 
P ro s titu te  down.)
PROSTITUTE
(Crying.) I —in to  the water—
STROLLER
Your wave has slipped  away under the  b ridge. You passed up the 
opportunity , which w ill not come again .
PROSTITUTE
I —in to  the water—
STROLLER
There now: on the so lid  f lo o r of the  b ridge. With te a r s  flowing
from your eyes, th a t  have held them back a l l  your l i f e .  Free your 
lungs—your h ea rt i s  quivering strong ly—blue heaven i s  coming down.
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PROSTITUTE
(Whimpers.)
STROLLER
S it down—you and I  a re  tu rn ing  fa te  around. (To Escaped P riso n er.)  
Why are  you a f te r  me? Something on me, th a t  I owe you?
ESCAPED PRISONER 
(Breathing h eav ily .)  Comrade—
STROLLER
Who?
ESCAPED PRISONER
Fellow P risoner—
STROLLBR
You know me?
ESCAPED PRISONER
You were dism issed today—from the dormer window I saw you marching 
along th e  s tra ig h t highway-----
STROLLER
Are they sending you a f te r  me?
ESCAPED PRISONER 
I  broke out—over the w all. I t  was q u ite  a Jump.
STROLLER
So you brag about your master stroke?
BSCAPED PRISONER
My c lo th es—my h a irc u t give me away—: leave me your h a t and coat!
STROLLER
(Taking the sc a rf  from the  P ro s t i tu te ’s fa c e .)  Have you got a face?
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PROSTITUTE 
(Murmuring.) What do you want from me?
STROLLER
I am curious.
ESCAPED PRISONER 
Comrade—give me your h a t—give me your coat—I must runI
STROLLER
Where w ill you run?
ESCAPED PRISONER
Run—run I
STROLLER
U ntil weakness overcomes you—u n t i l  you collapse?
BSCAPED PRISONER
Hat—coat!
STROLLER
T ell me your aim; my hat and coat are valuable .
ESCAPBD PRISONER
How fre e  you are!
STROLLER
I have served my tim e.
ESCAPED PRISONER 
I  w ill be locked up fo r years to  come.
STROLLER
Where?
ESCAPED PRISONER
In the prison!
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STROLLBR
Can they lock you up?
ESCAPED PRISONER 
The walking In c i r c le s  in the court yard!
STROLLER
A c i r c le ,  i s n ’t  i t  In f in i te ?
ESCAPED PRISONER 
Three hundred s tep s  around—th i r ty  up and down the c e ll!
STROLLER
I f  you counted, you would a lso  be locked up in  the Sahara.
ESCAPED PRISONER
The t in  p la te  with the mush!
STROLLER
Don’t  you have something to  ea t and drink—and no one asks you fo r 
any se rv ice  which would destroy  you!
ESCAPED PRISONER
Comrade—
STROLLER
I w ill give you my hat and coa t, I f  they  w ill help you gain freedom. 
(To the P ro s t i tu te .)  Why do you want to  Jump from your freedom in to  
the  water?
PROSTITUTE
Don’t  ask me!
STROLLER
F in a lly  I  reproach myself because of my strong in te rfe ren ce  with your 
p lan s . Have you strang led  your child?
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PROSTITUTE
A ch ild —I?
STROLLBR
You are young—as well as p re tty .
PROSTITUTE
A p ro s t i tu te —a ch ild !]  An animal—a human being in  my womb!
STROLLBR
A human being i s  a human being—an animal is  an animal.
PROSTITUTE
Human beings who do th a t  are  anim als. (E rec t.)  Hundreds do i t  a 
hundred tim es—u n t i l  the hussy becomes an animal—and Jumps o ff  the 
b ridge , in  order to  become human!!
STROLLER
There was a reason.
PROSTITUTE
You don’t  believe me?—You are r ig h t  to  doubt—: I  s trang led  the
la s t  one w ith my own hands! Not a ch ild —a b ig  man! That is  why I  
am Jumping from the b ridge.
STROLLER
The doors of th e  p rison  a re  opening fo r  you.
PROSTITUTE
I won’t  go to  the  p rison!
STROLLBR
This fellow  w ill show you the way.
ESCAPBD PRISONER
Should I  go back?
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STROLLER
If  you seek freedom? There i s  only one doors fo r her in to  the 
p rison . They w ill give you something to  e a t, something to  d rink— 
and no one asks you fo r any serv ice which would destroy  you!
ESCAPED PRISONER
Leave me your coat and—
STROLLER
Your request a lready means renunciation .
PROSTITUTE'
I —in to  the water—
STROLLER
You send your wave under the b ridge. (To the Escaped P riso n er.)
Run in  the court yard—and d o n 't count the s tep s: you are f re e .
Pace o ff  your c e l l—and don’t  count: you are f re e . Don’t  measure
the wall any more—D on't knock on the c e l l  door any more: you are
f re e .  Where does danger p ress  you, while you are locked in there? 
(To b o th .)  Human beings are troubled about other human beings; you 
are not hungry—you do not have to  slave fo r pay. No demand presses 
you, which may overcome you. As men are able to  grant l ib e ra tio n  to  
one ano ther, i t  succeeds in  the  p riso n .—We punish the o thers in  the 
p rison! (To the P ro s t i tu te .)  Your revenge w ill become Ju stice  in  
the  p riso n —the o thers  allow  you to  liv e  and ea t th e re . (To the 
Escaped P riso n er.)  Your uniform i s  your s u i t ,  which the o thers wrap 
around your body, as long as they do not hu rt i t .  In giving you my 
h a t and coat I  would only d e liv e r you to  v io lence. In  the f i r s t  
n igh t— (Pointing to  the P ro s t i tu te .) —you would overcome her—
yesterday you would have been her v ictim , as  you would be her victim  
tomorrow!—
BSCAPED PRISONER
You a r e n 't  coming with us?
STROLLER
Am I g u il ty  of another crime?
ESCAPED PRISONER
You must give your reason.
STROLLER
The g i r l  goes with you. The o thers w ill come with me. You both 
shake the p riso n —I w ill storm through the c ity !
PROSTITUTE
Who are you?
STROLLER
Your victim  of la s t  n ig h t.
ESCAPED PRISONER
Are you—?
STROLLER
Your fellow  man!
(Bscaped Prisoner and P ro s titu te  e x it toward the r ig h t  away from the 
b ridge . S tro l le r  e x i ts  to  the l e f t  over the b rid g e .)
(The bend in  the s t r e e t .  Jeweler in  a cane chair with cushions 
and a wool b lanket. Errand Boy comes from the s to re .)
ERRAND BOY 
The package s lip  must be signed.
JEWELER
Why?
ERRAND BOY 
I f  i t  i s n ' t ,  I c a n 't  get the packages.
JEWELER
What packages?
ERRAND BOY
The packages th a t  are  in  th e  post o f f ic e .
JEWELER
Are th e re  any a t  the post o ffice?
ERRAND BOY
The package s l ip s  have been brought, and so the packages most l ik e ly  
have a rriv ed .
JEWELER
No, I  won't sign .
ERRAND BOY 
Will you l e t  the packages go back?
JEWELER
That i s  a m atter fo r  the post o f f ic e .
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ERRAND BOY
(E xits In to  the  s to re .)
SHOP GIRL
(Comes out of the s to r e .)  I  can not d e liv e r th a t  brooch, th a t was 
ordered, because we have no gold fo r  the mounting.
JEWELER
Perhaps th e re  Is  gold In the  packages.
SHOP GIRL
The Errand Boy won’t  get them.
JEWELER
No, they w ill not be delivered  without my signatu re  on the package 
s l ip s .  ■
SHOP GIRL
The gentleman asked fo r  the brooch yesterday, and today he w ill c a l l  
fo r  i t  fo r  the  l a s t  tim e.
JEWELER
You may t e l l  him, th a t  th e re  i s  not enough gold In stock.
SHOP GIRL 
The gentleman w ill cancel the o rder.
JEWELER
That i s  the gentleman’s a f f a i r .
SHOP GIRL
(E xits in to  the s to re .)
STROLLER
(Coming in to  the  s t r e e t .  In fro n t of the Jew eler’s .)  You s i t  in an 
easy ch a ir with cushions and the heat of noon under a wool b lanket.
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Did the  wound, which I  g&ve you, f in a l ly  paralyze you?
JEWELER
(Looks a t  S t ro l le r . )  Are you a t  l ib e r ty  again?
STROLLER
I was re leased  from the p rison  today.
JEWELER
You came s tra ig h t to  me?
STROLLBR 
I  haven 't stopped wandering y e t.
JEWELER
I am s i t t i n g  here , because I  d o n 't wish to  be in  the s to re . The 
wound l e f t  only a th in  sca r. I c a n 't  even put the t ip  of my fin g er 
in  the groove.
STROLLER
The show window is  almost empty. The rows show gaps.—Light d o esn 't 
flow any more.—Did the inc iden t scare the customers away?
JEWELER
I lo s t  my Judgement. My power of concentration began to  s c a t te r .  
Sometimes i t  would be sharper, and a t  o ther times i t  would be even 
the more confused. I t  suddenly appears—and then d isappears. I t  
i s  always the same. (With a quick q u estion .) Are you going to 
plunder th e  sto re?
STROLLER
To f i l l  my pockets and then come out with my hands f u l l  of lo o t .
JEWELER
I t  was on a b rig h t day.
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STROLLBR
I  was unable to  s l ip  any piece Into my pocket—you stood In the 
middle of the s to re .
JEWELER
You would have been able to  disappear with an excuse.
STROLLBR
. I found the s i lv e r  l e t t e r  opener and th ru s t I t  a t  you.
. JEWELER
You never would have succeeded In defea ting  me, a t a l l  man, with the 
l e t t e r  opener.
STROLLER
That was my e rro r—and I had to  pay fo r i t .
JEWELER
(Looks forward—in an undertone.) The c u lp r i t  has to  be found.
STROLLBR
Was I sent to  p rison  without being g u ilty ?  I was caught le s s  than a 
hundred steps from the s to re , here In the  s t r e e t ,  with you behind me 
screaming: C u lp rit!
JEWELER
No—They s t i l l  must fin d  him.
STROLLER
Have I  denied the deed?
JEWELER
Now you come to  me r ig h t from the p rison  In order to  confess.
STROLLER
Don*t you know th a t already?
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JEWELER
I t  appears—and d isappears—
STROLLER
I t  i s  p e rfe c tly  ev ident.
JEWELER
Am I —?
STROLLER
You are the c u lp r it!
JEWELER
—I t  i s  co rrec t: because I expected the a s s a u lt—when have I  not
expected i t ?  The execution of the sentence, which I had even passed 
over myself? No Judge showed mercy on me and marked my g u i l t ,  when I 
cancelled  i t .
STROLLER
Did you know your g u ilt?
JEWELER
I s i t  in  t h i s  easy cha ir in  the sunshine of th e  s t r e e t—the houses 
scorch in  the swaying fog—the c i ty  becomes e x tin c t—I hear a voice 
coming over the stone slope—i t  i s  your vo ice!—Who are you?
STROLLBR
A p riso n er who l e f t .
JEWELER
How much u ld  you have to  endure?
STROLLER
Nothing. I  w asn 't hungry—I w asn 't th i r s ty .  They gave me food and 
w ater. They fe e l obligated  to  give you something to  e a t and to  d rink .
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This astounding th in g  happened!
JB7/BLER
(S it t in g  up in  the cane c h a ir .)  Are we so near the  fu lfillm en t?
STROLLBR
When c u lp r i t  and crime mingle?
JEWELER
I w ill t e l l  the Errand Boy and the Shop G ir l. I wish to  close th is  
s to re . I t  can be sa id  in  a couple of words. Therefore i t  w ill be a 
proclam ation, because i t  i s  so easy to  say. The Errand Boy can ta lk  
i t  around the post o f f ic e . The G irl w ill inform the gentleman who 
has ordered the brooch. I t  was c lea r to  me from the f i r s t  minute, aB 
I received  the wound. We a l l  k i l l  each o th er. We s tr ik e  ourselves, 
because th e re  a re  no Judges. For the law was not yet invented, which 
made the  laws' superfluous. I t  i s  of extreme importance, th a t  I  bring  
about the c losing  of the s to re .
STROLLER
Are you closing  the s to re  while you are  the  Jeweler?
JEWELER
I  am not the Jew eler, who opens the  s to re . Where every one comes 
running, who is  a t t r a c te d  by a d isp lay . The d isp lay  a t t r a c t s ,  so 
th a t  every one comes running. I  have lo s t  the contro l over th a t  which 
I  do and th a t  which the  o thers do to  me. I t  i s  a fa u lt  in the  calcu­
la t io n . They drive me toward bankruptcy—U ntil a wound in the  neck 
saves the  balance!—I am a Jew eler. I fash ion  gold and s i lv e r  and 
platinum  and mount stones—p e a rls  with sk il le d  f in g e rs . They ought 
to  give me food and d rin k !—I t  must be agreed upon with the Errand
Boy, who c a rr ie s  the re s p o n s ib il i ty 1. (He p icks up the cushion and 
the b lan k e t.)
STROLLER
You can not t e l l  the Brrand Boy and the g i r l  y e t.
JEWBLBR
There are two words—and the lowered sh u tte rs  make d iscussion  un­
necessary.
STROLLER
You won't be able to  do i t .
JEWELER
I  have made up my mind to  the closing  of my s to re —in  order to  be a 
Jeweler!
STROLLER
You w ill be one when the c i ty  i s  o b lite ra te d .
JEWELER
The brooch fo r the gentleman—they send the gold in a package—
I must sign the package s l ip —the Errand Boy runs the errands—the 
g i r l  cash ie rs— : we th ree  cheat the gentleman who ordered th e  brooch. 
(He claps h is  hands. The Brrand Boy comes out of the  s to re .)  Where 
are  the  package s lip s?  I w ill sign them. I  want to  destroy  the
s
packages. There i s  something fou l about them. I w ill get wind of 
i t .  I t  w ill become ev ident. (Errand Boy e x its  in to  the s to re .
Shop G irl comes out of s to re .)  Write an apology to  the gentleman, 
th a t we can not d e liv e r h is  brooch. Circumstances have a r ise n , which 
a re  of profound importance. I declare  th a t  I  fu lly  agree with th e  
a s s a i la n t ,  who a t  the time stabbed me in  the neck. Write a few words-
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or l e t  I t  be a simple re fu sa l of the g re a tly  appreciated  order. 
(Errand Boy comes out of the s to re .)
JEWELER
(To the  S t r o l le r . )  Your time Is  p recious. What do you th ink  of the 
consequences?
STROLLER
Come when the c i ty  becomes e x tin c t .
JEWELER
We th ree?
STROLLER
Everybody Is  everybody.
JEWELER
Will you l e t  me know by telephone?
STROLLER
Call me a t  the Grand-Hotel.
JEWELER
I w ill not fo rg e t I t .  (To the Errand Boy.) To the post o f f ic e .
(To the Shop G ir l.)  Add up the cash .—I  am p u ttin g  the sh u tte rs  
down. (Brr&nd Boy c a rr ie s  the cane chair In to  the s to re . S tro l le r  
walks down the s t r e e t . )
(Lawyer’s room. Lawyer before an empty ta b le .  Behind the g la ss  
door the Cashier i s  id le .)
LAWYER
(Stands up—opens g lass door.) The S t r o l le r ’s f i l e .
CASHIBR
(E nters—takes a bundle of leg a l papers from a she lf on the r ig h t— 
lays them down on the ta b le .)
LAWYER
(Remains some d istance  from the ta b le .)
CASHIER
(H esita tin g .)  I  should lik e  to give my n o tice .
LAWYBR
Why do you wish to  leave?
CASHIBR
I don’t  want to  cashier any more.
LAWYER
Don’t  I  s t i l l  pay you your sa lary?
CASHIER
I s i t  behind an empty counter a l l  day.
LAWYBR
We’l l  get work again .
CASHIER
The customers have gone o ff to  the other lawyer.
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LAWYBR
Because I have lo s t  the su it?
CASHIBR
Which?
LAWYER
The S t r o l l e r 's .
CASHIBR
No one blames you fo r th a t .
LAWYER
I  wonder.
CASHIBR
The s u it  I s  fo rg o tten .
LAWYER
No.
CASHIER
(Shrugging shou lders .) I repea t my n o tice .
LAWYER
I c a n 't  perm it you to  leave before the settlem ent of the s u i t .
CASHIER
What do I  have to  do with i t ?
LAWYER
I  w ill pay you double sa la ry . (He s i t s  a t  the ta b le .)
CASHIER
(B xits behind the g la ss  door. Lawyer opens the f i l e s —supporting 
h is  head in  h is  hands. S tro l le r  en te rs  from the l e f t . )
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LAWYER
(Looks up—stands up .) Served your penalty?
STROLLER
Today.
LAWYER
(S trik in g  h is  forehead with h is  hand.) I  should have been ab le to  
figu re  i t  out.
STROLLER
Did you Intend to  get me?
LAWYER
In order to  b e tte r  prepare myself.
STROLLER
Why?
LAWYER
We w ill f i l e  a re v is io n .
STROLLER
Are th e re  ob scu rities?
LAWYER
Obvious v io la tio n s  ag a in st everybody.
STROLLER
How did you discover th a t?
LAWYER
Why do you come to  me?
STROLLER
The Jeweler gave new in te rp re ta tio n s .
341
LAWYER
The Jeweler knows nothing.
STROLLER 
Who more than the one attacked?
LAWYER
That sh a ll not confuse us again !—are you t i r e d  out?
STROLLER
From what?
LAWYER
Prison.
STROLLER
No.
LAWYER
(Toward the g la ss  door.) Your c h a ir .
STROLLER
Can he be dispensed with? Your Cashier i s  counting the advance pay­
ments streaming in .
LAWYER
(To the C ashier, who brings the  c h a ir .)  Be ready. I t  is  possib le  
th a t we sh a ll  work a l l  n ig h t.
CASHIER
(Looks a t  the S t ro l le r . )
LAWYER
I t  i s  h ighly  probable. Therefore be ready.
CASHIER
(Astonished.) I  am ready. (E x its .)
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LAWYER
(S it t in g  down.) My law p rac tic e  Is  a t  a s t a n d s t i l l .  I t  subsided.
I  sent the  c l ie n ts  away. I couldn’t  dedicate myself to  th e ir  a f f a i r s .  
I  l i s te n  in a tte n tiv e ly . F in a lly  I remain here alone with the f i l e s .
STROLLER
(S its .)  My f i l e s .
LAWYER
I occupy myself with them exclusive ly . I read them over and over.
I  know them by h e a rt. The proceedings passed very c lea r ly  with but 
one meaning. That i s  the reason why i t  i s  f u l l  of co n trad ic tio n s.
Will you answer?
STROLLER
Every question you ask me.
LAWYER
I t  was mere chance, th a t I  was appointed your defence counsel, a f te r  
you had s o lic i te d  me e a r l ie r  about a ss is tan ce  in  a case which I  have 
h a lf  fo rg o tten , because you d idn’t  pay the advance payment.
STROLLER
I charged the  lady in  the  red-goid  round drawing room of the Orand- 
Hotel with murder.
LAWYER
In th i s  connection you undertook the p lo t aga in st the  Jew eler.
STROLLER
In the solvent confusion.
LAWYER
This i s  where my defense should have taken i t s  s t a r t .  They punished
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in ju s t ic e ,  aga in st which th e re  was no law according to  your Judgement.
Why did you keep th i s  se c re t from me in  our d iscussion  in the  prison?
STROLLER
I t  i s  s t i l l  im m aterial.
LAWYER
This might-have been able to  Ju s tify  you g lo rio u sly .
STROLLER
Everyone is  forced in to  darkness, where one k i l l s  the other!
LAWYER
Did you consider yourself g u ilty ?
STROLLER
Just a t  the time th a t  I  ran  out of the  Jew eler 's  shop, the suspicion 
came to  me: th a t the murderer may be g u ilty  and the victim  innocent.
LAWYER
(Closes the  documents—s ta re s  a t  th e  S t r o l le r . )  Has th e  Jeweler made 
admissions to  you?
STROLLER
He haB confessed h is  g u i l t .
LAWYER
Why does the Jeweler do th a t ,  to  shake the ex ls tan t law in  such a 
B trlk lng  manner?
> STROLLER
I s t i l l  confirm him stro n g ly .
LAWYER
Thus you take the means out of my hand, by which the t r u th  might be 
seen.
STROLLER
If  you intend to  dism iss me, i t  w ill be p o ssib le  with the confession 
of the Jeweler.
LAWYER
Not murderer—not victim  has taken p a rt in  the deed in the Jew eler’s 
s to re —th ere  are other ones in the p lo t .
STROLLER
You search fo r them?
LAWYER
With ingenious demasklng. There were accomplices in  the a c tio n . A 
p lo t in  the bulging scene. Close to  the s p o tl ig h t. Harsh darkness 
c loses them in . At f i r s t  u n in te l l ig ib le  in  b lack . Accomplices—the 
word i s  lik e  a f la r e .  V isibleness glimmers in  equal exposure. 
Accomplices. Others!
STROLLER
Do you pursue a s tra ig h t or tw isted  track?
LAWYER
From the  center s ig n a ls  gleam in  a l l  d ire c tio n s . The deed, where 
c u lp r it  and victim  are entangled to g e th e r, has come to  pass. There 
I  s t a r t  and spread c irc le  around c i r c le .  None too f a r ,  th a t  he 
doesn’t  f in ish  the c i r c le .  We w ill have to  work!
' STROLLER
Wouldn’t  you begin a case, th a t  would l a s t  to  the end of your l i f e ?
LAWYER
As long as l i f e  l a s t s .  No one d ies away before accomplishing what 
may be p o ss ib le . Here success d e f in i te ly  can be reached.
STROLLBR
Your f i r s t  step?
LAWYER
You should be compensated.
STROLLER
For what?
LAWYER
You have su ffered  u n ju s tly .
STROLLER
In prison?
LAWYER
With to r tu r in g  punishment.
STROLLER
I was not hungry—I was not th i r s ty .  And no one asked me fo r any 
serv ice th a t  would' destroy  me.
LAWYER
(Under a s p e l l . ) —Accomplices—th a t !s I t .  The discovery Is  near. 
To be found behind a g la ss  w all. The cover, no th ic k e r .
STROLLER
Do you s t i l l  see in d is tin c tly ?
LAWYER
The wall I s  g la ss—and g lass Is  a m irror. In the r e f le c tio n — 
(S topp ing .)—who I s  stepping forward?
STROLLER 
Doesn!t  everybody step forward?
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LAWYBR
(Shaking him self—b ris k ly .)  The law s u it  must be taken up again .
A sp ec ia l court must be formed. Perhaps a supreme court w ill have 
to  be e rec ted . These questions are  not of subordinate demand. The 
h a l ls  w ill have to  include crowds of defendants. I t  w ill be tr ie d  
in  the open c i ty  squares. Who can bu ild  h a l ls  of such dimensions?
CASHIER
(Has put on an overcoat behind the g lass door—coming forw ard.)
1*11 be ready.
LAWYER
To which Judge’s bench sh a ll we go? The case must be t r ie d  u rg en tly . 
The decision  cap be of fundamental Importance. I w ill make a rep o rt 
in  tech n ica l p e r io d ic a ls . I t  w ill be the case of cases. I t  w ill 
in sp ire  l i t e r a tu r e .  Opinions w ill crash on in v ec tiv e . The argument 
w ill be a public m atter. Before which Judge’s bench sh a ll we go?
STROLLER
Walt h ere , u n t i l  I c a l l  you.
LAWYER
The postponement sp o ils  the urgency.
STROLLER
Minutes do not count anymore.
LAWYER
There are hours between here and th e re .
STROLLER
There i s  no time l e f t ,  as th e re  once was tim e.
LAWYER
I f  you want to  send a message, use the telephone.
STROLLER
As everything w ill be In a hurry la te r  on.
LAWYBR
(To the C ashier.) Stand by the telephone.
CASHIER
(E xits behind th e  g la ss  door.)
LAWYER
I am ty ing  up the documents.
STROLLER
Discard the  burdens. (E x its  l e f t . )
(The P rison . Behind s lid in g  doors and gates open space. So ld iers 
s i t  a t  the l e f t  re lax ed . Lieutenant looking across the block ta b le , 
on which a l l  the red s ig m ^ t^ g h ts  burn b r ig h tly .)
,IST SOLDIER 
The r e l i e f  doesn’t  re p o rt.
SBCOND SOLDIER
Is  i t  time already?
THIRD SOLDIER
For q u ite  a w hile.
FOURTH SOLDIER 
We are on duty fo r  the o ther fo u r, th a t  don’t  re p o rt.
THIRD SOLDIER'
The four, w ill s i t  here l ik e  u s.
SECOND SOLDIER
For h a lf  a day.
FIRST SOLDIER
As p riso n e rs .
SECOND SOLDIER
I s  th a t  a reason to  stay  away?
THIRD SOLDIBR
Because so ld ie rs  a re n ’t  to  be sent out of the p rison  fo r p risoners?
FOURTH SOLDIER 
Should we take th e i r  duty fo r  h a lf  a day?
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FIRST SOLDIER
Are we the p risoners?
SBCOND SOLDIER 
(Stands up .) I t  is  u se less  to  w ait.
THIRD SOLDIER
(Stands u p .) The four don’t  want to  re p o rt.
FOURTH SOLDIER
(Stands up .) We a ren ’t  being taken in  by the other fou r.
• FIRST SOLDIER
(Stands up .) We know th e ir  h a lf  day has begun.
SECOND SOLDIER 
We always get t i r e d  from s i t t in g .
THIRD SOLDIBR
The four Bhould re lieve  us.
FOURTH SOLDIER 
We’l l  get them from th e ir  rooms.
FIRST SOLDIER
We’l l  lead them to  the p rison .
SECOND SOLDIER
Like p riso n e rs .
(The four S o ld iers e x it l e f t .  Knocking in  the block ta b le — 
Lieutenant m otionless. From l e f t  S tro l le r  e n te rs .)
STROLLER
With important in s tru c tio n s  fo r  you from the  Lawyer. The t r i a l  w ill 
be ca lled  up again . Imprisonments have to  be expected. I can make 
rev ea lin g  denunciations.
Out of prison?
Penance i s  done.
Without opposition?
The determined tim e.
I f  your t r i a l —?
I t  is  spreading.
You knew yourself not g u il ty .
No—only since today.
LIEUTENANT
STROLLER
LIEUTENANT
STROLLER
LIEUTENANT
STROLLER
LIEUTENANT
STROLLER
LIEUTENANT
Which was revealed  in  a hurry .
STROLLER
Because the g u ilty  ones denounce them selves.
LIEUTENANT
Not one—not two. Many?
STROLLER
Who i s n 't  g u ilty ?
LIEUTENANT
How do you come to  such an extensive denunciation?
STROLLER
The Jeweler accuses h im self. The Lawyer refu ses him. He h in ts  a t  
accomplices. You have to  share h is  opinion, when you l i s te n  to  him.
LIEUTENANT
Your inform ation is  too general-----
STROLLER
The m atter i s  s t i l l  maturing. S t i l l  a form less nucleus, but i t  is  
so lid ify in g . The Jeweler—the Lawyer are a t work. I t  w ill lead to  
sensational d isc lo su re s . Who w ill be safe from the prison?
LIEUTENANT
(Up.) Why d idn’t  you cry out?
STROLLER
When?
LIEUTENANT 
•When the so ld ie r  brought you in .
STROLLER
♦ . . . . .
At th a t time i t  wasn’t  c lea r to  me. I had l i f te d  up my hand aga inst
my fellow  man.
LIBUTENANT
(E agerly .) You see the s ig n a l lamps. A ll are burning and re p o r t.
I do not take the cy lin d ers  out and do not remove the red  t ic k e ts .
I t  has overcome me—I can not explain  to myself as to  how i t  began.
My serv ice  a t  the  block ta b le  slowly died away. The p rison  became 
empty. You have seen the crowd, which we had. As with the men— 
so with the  women. Now the door and the gate a re  open—and today the 
so ld ie rs  have no more r e l i e f .  You recognize the complete shut down of 
the p riso n s.
STROLLER
The d is tre s s in g  consequences fo r  you?
LIEUTENANT
I can not be reproached. The explanation w ill be s u f f ic ie n t ,  th a t 
one came here who did not cry out and who walked with out hand cuffs 
in f ro n t of the so ld ie rs . The testimony of the so ld ie rs  and the 
p riso n ers , who did not answer with a y e l l ,  stands fo r th i s .  That was 
a resounding experience fo r a l l ,  and the Impression of i t  has not been 
o b lite ra te d . Therefore they w ill not be able to  c a l l  me to  account 
fo r  la te r  negligence. I am sure of the outcome of th i s  personal m atter. 
Moreover my enthusiasm w ill not be doubtfu l, i f  I  v o lu n ta rily  f i l l  the 
p riso n .w ith  p risoners whom you accuse. Have you names of persons?
STROLLER
No one can be so g u ilty  : h e rs , separated from humanity.
LIEUTENANT
You say th a t now?
STROLLER
Because every one is  g u il ty .
LIEUTENANT
Does i t  b u rs t open the w alls of the prison?
STROLLER
The l im its  of the c i ty .
LIEUTENANT 
How should I  keep the p riso n ers?
STROLLER
Right among them.
LIEUTENANT
Am I —??
STROLLER
Here, separated from humanity—as g u ilty  as a l l !
LIEUTENANT
Do you blame us because you starved  in prison?
STROLLER
I was not hungry—I was not th i r s ty .  They f e l t  responsib le to  feed 
me—and to  give me water.
LIEUTENANT
The Jeweler is  ac tive?  The Lawyer busy again?
STROLLER
Even th e  Brrand Boy the Shop G irl and the Cashier.
LIEUTENANT
I w ill In s tru c t my people. The problem w ill be ca rried  through 
without d i f f ic u l ty .  I t  w ill depend on the I n i t ia t iv e  of the in d i­
v idual nan.
STROLLER
Are you sending them out without a red t ic k e t?
LIEUTENANT
Doesn’t  each look fo r—??
STROLLER
Since you and every one have been found already .
(From the  l e f t  the e igh t so ld ie rs  e n te r .)
lieutenant'
S o ld iers  from the h a lf  day—and so ld ie rs  from the h a lf  day—you re p o rt,
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other wise I  would have had to  alarm you. This Is  to  be a sp ec ia l 
search. You must a c t with extreme caution . I  can’t  give you any 
red  t ic k e ts .  A ll th is  w ill be c lea r to  you, when you are on the way. 
I t  Is  Important th a t  you move ou t. Wide and narrow are overflowing 
th e re . Deliverance in to  p rison  w ill be impossible here . The two 
rooms behind the door and the gate w ill not hold them. (To the 
S t ro l le r . )  Where w ill we lead them?
STROLLER
The d es tin a tio n  l ie s  in  the beginning.
LIEUTENANT
The crowds of p riso n ers  w ill shake the  s t r e e t s .  To be gathered in 
the center of the  main square.
STROLLER
From a window I overlooked the Grand-Hotel.
LIEUTENANT
So d ire c tio n  and reunion are agreed upon. Another th in g —remove 
weapons and handcuffs from your pockets.
STROLLER 
Are you disarming the so ld ie rs?
LIEUTENANT
They can’t  fo rce o thers In any other way h ere . (The so ld ie rs  d iscard  
weapons and handcuffs.)
STROLLER
Are you c e rta in  of the re s u lt?
LIBUTENANT
For the f i r s t  tim e, no m istakes—every one w ill a r r e s t  the r ig h t 
p r iso n e r .
Come to  the r ig h t .
(Puts h is  cap on.)
STROLLER
(B x lts .)
LIEUTENANT
(The round red-gold drawing room.)
HOTEL MANAGER
(Opening the door.) Only the round red-gold  drawing room l e f t ,  
then I  have shown you a l l  the rooms. (L ll l  and Bdlth In trav e lin g  
clo thes en ter the door.)
LILI
E dith—
EDITH
Do you remember?
LILI
As yesterday . As I f  we had not l e f t ,  and as I f  we re tu rn  to  the 
h o te l from a walk In the c i ty .  (To the Hotel Manager.) We w ill l iv e  
h ere . (To the window.)
HOTEL MANAGER 
Will the lugg&ge be taken care of?
BDITH
We are tra v e lin g  without luggage.
HOTEL MANAGER
Pardon?
EDITH
L l l l—We have ne ither trunks nor bags.
LILI
What I s  I t?  No—we tra v e l ,  as we a re . I ' l l  pay in  advance. (Gives 
b i l l  to  the h o te l manager.) S e tt le  the account.—E dith—you s t i l l
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remember, how you turned on a l l  the l ig h ts —the spot l ig h t  is
HOTEL MANAGER 
Can I  help *he la d ie s  out fo r  the night?
LILI"
Thank you.
EDITH
Do you s t i l l  want to  do some shopping? The sto res  are  closing
HOTEL MANAGER
They a re  closed.
LILI
We d o n 't need anything.
HOTEL MANAGER
(S ta r ts  to  go.)
LILI
I f  I  am asked fo r , I  am ou t.
HOTEL MANAGER
(E x its .)
EDITH
Are you expecting a v is i to r?
LILI
No one. (She takes her hat and coat o f f .)
EDITH
You must te legraph  Bob.
LILI
Yes, we have to  do th a t .  I t  can be done a t  the post o f f ic e .
EDITH
He w ill be te r r ib ly  exc ited .
LILI
Yes Bob ge ts  ex c ited .
EDITH
Without a word about the departu re .
LILI
E dith , dorPt undress. You must go to  two p laces. Inquire fo r  the 
Jeweler a t  the bend in the s t r e e t ,  where I bought my p ea rl ear drops, 
whether he i s  well again . Then to  the A rt Club fo r the address of 
the S t r o l le r .  There some one w ill be ab le to give you some kind of 
inform ation about him.
EDITH
Our t r i p  appears to  be more and more mysterious to  me.
LILI
You came with me th a t tim e—I could not leave you behind today.
EDITH
In order to  ask the Jeweler about h is  s ta te  of health?
LILI
In my name.—
EDITH
Do you want to  get Bob in to  more troub le  with s t i l l  more s t r o l le r s ?  
I t  w ill make him s ic k .
LILI
I  burned the p r in t  th i s  morning.
BDITH
Are you going to  t e l l  th a t  to  the a r t i s t  without regard fo r h is  
fee lin g s?
LILI
Go on, B dlth.
BDITH
Jeweler—
LILI
At the bend in the s t r e e t .
BDITH
S tro l le r —
LILI
In the Art Club. (Bdlth e x i ts .  L il l  takes a newspaper c lipp ing  
from her coat pocket, smooths i t  and lays i t  on the ta b le .  The 
telephone buzzes.)
LILI
(Quickly to  i t . )  Who?—He may come. (She stands a t  the ta b le .
A w aiter opens the door—S tro l le r  e n te rs .)
LILI
Have you watched me from the Raiiroad S ta tio n  to  the Hotel?
STROLLER
Did you a rr iv e  today?
LILI
Ju st now.
STROLLER
I don*t wish to  s e l l  any drawings fo r a thousand marks.
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LILI
Because I t  is  too la te  fo r  me.
STROLLER
Do you blame yourself now a f te r  i t  has happened?
LILI
You should c lear i t  up.
STROLLER
Are you looking fo r me?
LILI
I sent my companion to  the Art Club.
STROLLER
U ntil th i s  morning I  had a permanent address.
LILI
How did you liv e ?
Out of danger.
Where?
In  p riso n .
STROLLER
LILI
STROLLER
LILI
P lease, s i t  down. (To the arm c h a ir .)  That i s  f a te .  Your drawing 
made my husband d isag reeab le . He approved of the p ea rl ear drops.
The l i t t l e  d ispu te  went back and fo r th  every day. Often a t  l a s t ,  he 
stood behind me and would swing my p ea rl ear drops. Which he ca lle d :
I
Ringing B ells  of Peace. With th a t a p ea rl was lo s t  from the mounting.
I sent to  the Jeweler here. The Jeweler declined to  re p a ir .  For the 
f i l l i n g  of the box he had used newspaper. A clipp ing  In I t  was a re ­
port o f  your t r i a l .  I read I t  th is  morning and trav e le d .
STROLLER
(In the arm c h a ir .)  While I was marching from the p rison  over the 
bridge.
LILI
Why did you ask immediately fo r me in  the Grand-Hotel?
STROLLER
The way would not have been fin ish e d .
LILI
(She p u lls  the scrap of newspaper toward h e r .)  Am I responsib le?— 
Yes, i t  s t i r s  me up. With growing a g ita tio n . A thorn , which ad­
vances slowly and p e r s is te n tly . Fear of the f in a l  r e s u l t—stops the 
in v es tig a tio n . I would have been able .to do what could have been 
done. I  paid—for the ear drops with the amount—with even more. You 
broke in to  the Jew eler’s shop and stabbed the Jeweler, who sold to  me. 
Have I  in c ite d  you?
STROLLER
Anything may become the cause.
LILI
F ir s t  I  have to  r e c a l l  th a t day. My head burns. Suddenly my blood 
is  awake. The man steps out of h is  embankment. Overflowing one is  
overflowed h im self. Why didn’t  you c a ll  fo r my testim ony, which would 
have re leased  you?
STROLLER
I t  was not e ffe c tiv e  then.
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LILI
Not to shorten  the time of your Imprisonment?
STROLLER
Who would have borne the re s t?
LILI
That is  not requ ired .
STROLLER
No—Where th e re  i s  no o b lig a tio n  to  help each o th er.
LILI
(V io len tly .) That i s  no explanation . That i s  subterfuge. That 
i s  intended to  confuse. That i s  your revenge. You want to  say i t  
to  my face—-to make me blush in  f ro n t of you. I t  is  extremely inso­
le n t to  know of one’s martyrdom.
STROLLER
I have not su ffe red .
LILI
( I ro n ic a lly .)  The p rison  i s  a park p av illlo n  with flower beds of 
ro ses .
STROLLER
I was not hungry, I was not th i r s ty .  I was given food—and w ater.
No one asked me fo r  any serv ice which would destroy  me. They fe e l 
ob liga ted  to  feed a man—to  give him water.
LILI
(From the arm c h a ir .)—Am I s t i l l  accusing myself ton igh t?
STROLLER
Did you intend to  k i l l ?
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LILI
I  d o n 't know, how I am involved. Accusation is  loud—P u rif ic a tio n  
i s  b r ig h t. I have nothing to  do with i t . —I am confused by h a i l ­
storms of accusations. I  am not g u ilty , I want to  be g u ilty . I  do 
not know the Jeweler—I have caused the Jeweler in ju ry . I  have denied 
the Jew eler.—I want to  confess in  fro n t of the Jeweler I
STROLLER
The Jeweler w ill send you away, lik e  he re je c te d  the re p a ir  Job.
LILI
Deaf to  my confession?
STROLLER
He w ill t e l l  you the c u lp r i t .
LILI
You?
STROLLER
The Jew eler.
LILI
That i s  a w ilder frau d . Which te a r s  down the endless cloud over the 
t r u th .  Thus ju s tic e  w ill not be done. Shame su ffocates in darkness. 
He wished to  rescue ano ther, because an innocent man su ffe red . That 
c a l l s  fo r l i e s .  The masked decep tion .—Open the p rison  fo r mei
STROLLER
The p riso n  deserted  by the L ieutenant.
LILI
Where the  g u ilty  ones go free?
STROLLER '
He searches f a r .
364
LILI
For—
STROLLER
For the L ieutenant.
LILI
—Does the tumult r o l l  over me? I  dive in to  i t .  The Lawyer who 
defends speaks c le a r ly . The Lawyer defends my g u i l t  before your 
a c q u it ta l .
STROLLER 
The Lawyer pleadB a g rea t case.
LILI
Does the Lawyer appear—?
STROLLER
Opposite the Lawyer.
LILI
Where are the innocent?
STROLLER
Where the g u ilty  a re .
LILI
Where a re  the g u ilty ?
STROLLBR
Where th e  innocent a re .
LILI
i  . . .
—(Slowly.) The cause has no value. The avalanche bu ries i t .  A 
telegram —p earl ear drops: scarce ly  jo s tle d  i t  w ith the t ip  of a
c h i ld 's  f in g e r .
STROLLER
Nothing is  prepared, unless th e  mountains are  leveled by a puff of 
midday breeze.
LILI
I s  much prepared?
STROLLER
Haven’t  you moved in to  the  Orand-Hotel?
EDITH
(E n te rs .)  L i l l—to  the window. (With her th e re .)
STROLLER
(Stands up .) I  must communicate with the Jeweler and the Lawyer. 
(He s ta r t s  to  the telephone. Hotel Manager e n te rs .)
HOTEL MANAGER '
(To the S t r o l le r . )  Some one inqu ires fo r you down s ta i r s .
STROLLER
Who?
HOTEL MANAGBR
The Jeweler and the  Lawyer.
STROLLER
Have they found me already?
HOTEL MANAGER
The L ieutenant is  managing the crowd under the window.
STROLLER
Are more behind him?
HOTEL MANAGER
The so ld ie rs  jo in  hands.
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STROLLER
Does i t  c rea te  a sensation?
HOTEL MANAGER
The crowds in  the s t r e e ts  flood in to  the center of the main square.
STROLLER
Hear th a t : -  Unending silen ce  thunders. That i s  a rag ing  n o ise less  
beginning.
HOTEL MANAGER
Of course, I w ill dism iss the s ta f f .  I  w ill personally  make the 
arrangem ents. I  am an energe tic  p ed estrian . (E x its . Leaves door 
open.)
EDITH
(G aily .) We have n e ith e r trunk nor bags.
LILI
(Taking h a t and coat—to  the S t r o l le r . )  We are  ready.
STROLLER
For the beginning.
LILI
For the  f i r s t  ac tio n .
STROLLER
To sp o il the in ten tio n s  of the  c u lp r it  fo rever!
(The th re e  to  the door.)
EARTH
(The highway with the b ridge . Grey morning. S tro l le r  with L i l l  
and Edith en ter from the l e f t . )
STROLLER
(Stopping in  the cen ter of the b rid g e .)  We are  ahead.
LILI
And not t i r e d  y e t.
EDITH
Refreshing' n igh t makes you strong .
STROLLER
Now In the dawn no moon—the guidance fades. I  want to go back and 
show the o thers to  the b ridge.
LILI
Do the highways cross In fro n t of us?
STROLLER
Not behind the b ridge.
LILI
We want to  go on.
EDITH
Rest makes weak.
STROLLER
No hurry . We must a rr iv e  to g e th er. (L i l l  and Edith cross over the 
b ridge . S tro l le r  comes with Jeweler and Errand Boy and Shop G ir l.)
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JBWELER
(Propping him self on a s t ic k .)  Are the women ahead?
STROLLER 
Two v e i ls  in th e  d r i f t in g  grey.
JEWELER
B xeellent walker. Who would have thought th a t .
STROLLER
Onward—a f te r  them.
JBWELER
We w ill reach them y e t.
STROLLER
Then s ta y  c lo se . (Jeweler with Errand Boy and Shop G irl cross over 
the b ridge . S tro l le r  back to  the l e f t .  S tro l le r  en te rs  with Lawyer 
and C ash ier.)
LAWYER
I t  sounds in c re d ib le . The Jew eler, somewhat lame in  fro n t of me.
STROLLER
Foot is  w illin g , who h u rr ie s .
CASHIER
(Observing a t te n t iv e ly .)  With Errand Boy and Shop G irl.
LAWYER
We stayed ahead.
CASHIER
i
We gained d is tan ce .
LAWYER
I  d idn’t  hear him pass by.
CASHIER
In the  s t i l ln e s s  of the n igh t.
LAWYER
In marching spread out In fro n t and behind.
LAWYER
Gone too f a r .
STROLLER
On and close up. (Lawyer and Cashier cross over the bridge, 
S tro l le r  tu rns back. S tro l le r  with the L ieutenant.)
LIEUTENANT
Have I  got f a r  away from my men? Who is  marching in  fron t?
STROLLER
The Lawyer with the Cashier.
LIEUTENANT
Where are the Sold iers?
Not there  y e t.
I  ought to  stop,
Why?
Orders may be necessary.
For which case?
Have you no misgivings?
STROLLER
LIBUTENANT
STROLLER
LIEUTENANT
STROLLER
LIEUTENANT
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STROLLER
The c u lp r i t  w ill not escape.
LIEUTENANT
No way out?
STROLLER
Tied in  between fro n t and behind.
LIEUTENANT
Forward. (Over the  bridge. S tro l ie r  tu rn s  back and Immediately 
re en te rs  w ith the Hotel Manager.)
HOTEL MANAGER 
I  am an energe tic  p ed estrian . (Over the b ridge .)
STROLLER
(Remaining on the bridge. S ignalling  to  the l e f t . )  Here—over the
bridge, who I s  coming. (The S o ld iers on the b rid g e .) Others in  f ro n t-----
you march behind. (Sold iers over the b rid g e .—With s t i l l  more v io len t 
g es tu re .)  Across the  bridge here—over the arch . I  am on top , who 
d ir e c ts .  Down the arch  a f te r  the  o th ers , who hold In f ro n t of you—: 
to  the  gathering , which closes up before and behind!—March on!
(Column—not ending—passing  over the arch of the b rid g e .)
STROLLER
(Continuously swinging and lo u d ly .) March on!
i
(In  the p riso n . Wails of the bu ild ings. Rows of dormer windows. 
Four cornered g a te . T w ilight. Gate h a lf  opened. Prison D irector 
and Prison Master step o u t.)
DIRECTOR
(Looking upward.) I t  should be day by now.
MASTER
By the clock i t  is  almost time fo r su n rise .
DIRECTOR
The clock deceives, otherwise the phenomenon can not be explained.
. MASTER
The sky i s  empty of darkness and i ig h t .
DIRECTOR
The splendor w ill come two fo ld , as  a i r —long m otionless—thunders 
in  the breath  of wind. (Clock s t r ik e s .)
MASTER
The clock s tr ik e s  the same from hour to  hour.
DIRECTOR
I  wish to  r e t i r e  from my p o s t. The re so lu tio n  has become firm  with 
the  weeks. I  dorift  know: i t  i s  my f a u l t—I am even in  my own way—
and i t  has impressed you too .
MASTER
The P risoners watch u s , the Prison M asters.
DIRECTOR
The rev o lu tio n  has come about. They have made the D irec to r as well
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a s  the Master unnecessary. You can grasp i t  with your own hands.
I  am long since ashamed to  make arrangements, which grant p r iv ile g e s . 
I t  never reaches what they give to  them selves, as they w illin g ly  
subordinate themselves to  the laws of the p riso n .
MASTER
Do not b o lt the gates any longer.
DIRECTOR
That i s  not what I  would order—and yet i t  would break my neck i f  
Inspection comes. Therefore I  take my leave. I can take responsi­
b i l i t y  fo r  the  one as l i t t l e  as the o th e r.
MASTER
We a l l  w ill be suspended from o u r .o ff ic e s .
DIRECTOR
I t  began as th e  Bscaped Prisoner came back and brought th a t g i r l  with 
him. The g i r l  to ld  me her crime made amends here a f te r  the  sentence. 
The Bscaped P risoner confessed h is  crime to  me, which was s t i l l  un­
discovered, and serves h is  time here. Both had no reason to  accuse 
them selves. I  would have p re fe rred  to  keep s i l e n t ,  but I  a lso  opened 
my mouth on my own accord.
MASTER
I t  opened the era of the voluntary confessional fo r  a l l .
DIRECTOR
I became an eloquent p l a in t i f f .  In doing so I  had always a c e rta in  
fe e lin g , th a t the c u lp r i ts  accuse. Today th is  fe e lin g  p re v a ils : we
hold only the  not g u il ty .
v
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MASTER
I t  is  our conviction.
DIRECTOR
Do you see th a t too? I t  is  too obvious, fo r being hushed up. The 
observations force themselves upon u s . The smile on the Bscaped 
P riso n er’s face—and the g i r l ’s s i le n t  happiness—have also  gently  
come over the o th e rs . The marching c irc le  in the yard has become 
lik e  a round dance. A f u l l  understanding ru le s  th e re .
MASTER
We don’t  watch in  the yard anymore.
DIRECTOR
You with your r i f l e s —a re n ’t  you disarmed by those who do not r e s i s t .
I  had troub le  in overcoming the d es ire  to  question the Escaped Prisoner 
and the g i r l .  The simple question  would open an abyss, which could not 
be bridged over. I  s t i l l  hope to  solve the mystery. The opportunity  
w ill p resen t i t s e l f .  I f  an event s t i r s  up, then a second one i s  near. 
(Second Prison Master opens the door a l l  the  way: view in to  the empty
p rison  yard .)
FIRST MASTER 
Why are you s t i l l  opening the other door?
SECOND MASTER
They won’t  go in to  the yard.
FIRST MASTER
Do you want to  make them come by opening the door?
SECOND MASTER
More l ig h t  comes in .
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FIRST MASTER
The clock has Just s tru ck .
SECOND MASTER
You can’t  go by th a t .
DIRECTOR .
We should be p a t ie n t .  I f  they h e s ita te  before th e ir  hour of freedom, 
th e re  must be a reason, which we can not recognize from down here . 
They can see fa r th e r  from the dormer windows. We a lso  are su rp rised  
by th is  delay of the dawn. I t  i s  possib le  th a t they up there  already 
know th e  reason.
FIRST MASTER
(Looking up a t  the high masonry w a lls .)  There are  heads a t a l l  the 
dormer windows.
SECOND MASTER
I t  seems as i f  a l l  the bars have sunk behind the faces .
FIRST MASTER 
What does not e x is t grows in  tw ilig h t.
DIRECTOR
Fountains not flow ers over broad window s i l l s .  (Third Master 
e n te rs .)
THIRD MASTER 
The ones who come are  v is ib le  above.
DIRBCTOR
To the  prison?
THIRD MASTER
Approaching on the s tr a ig h t  highway, which leads here.
STROLLER
Do you know me?
DIRECTOR
Dismissed yesterday. Today here with new confessions?
STROLLER
Released forever yesterday—back forever today with accomplices in  
m ultitudes.
DIRECTOR
(Looking o u t.)  The column out of the dawn?
STROLLER
One n ig h t 's  wandering is  crowding here .
DIRECTOR
(To the Prison M asters.) The clock is  deceiving. I sa id  i t .
(To the S t r o l le r . )  Without sentence in  prison?
STROLLER
The penalty  of a l l  i s  atoned fo r .
DIRECTOR
In  the  prison?
STROLLER
By these in  the yard.
DIRECTOR
Do6b one take the place of the other?
STROLLER
Since one becomes th e  o th er.
DIRECTOR
(Looking o u t.)  Why d o n 't they come nearer?
(Two other Prison Masters e n te r .)
FOURTH MASTER 
Are they a lready  in  f ro n t of the prison?
FIFTH MASTER 
They appear to  be now near——now f a r .
THIRD MASTER
A movement r o l l s  ahead.
FIRST MASTER
(Looking in to  y ard .)  Has the f i r s t  one. come behind the aim before the 
a r r iv a l?  (The p riso n ers  have stepped in to  th e  yard—the men from the 
l e f t —the women from the r ig h t:  they remain n o ise less and m otion less.)
DIRECTOR
I  w ill have to  take my leave . No reg u la tio n  can be m aintained. The 
proceeding in  the  p rison  obeys new laws, which I am not allowed to  
endorse. Before fu rth e r  events I  announce my re s ig n a tio n . (S tro lle r  
e n te rs .)  No explanations to  me. I  have resigned a few minutes ago 
from the  place of the  Prison D irec to r. The Prison Masters are  
w itnesses.
STROLLER
Are you convinced of th e  innocence of a l l  those in  prison?
DIRECTOR
My personal opinion—d o n 't confuse th a t—confirms i t :  yes.
STROLLER
I s  th a t  th e  reason?
DIRECTOR
In d ire c t  opposition to  my d u tie s .
STROLLER
They are  already  too f a r .
DIRECTOR
The ex ten t of the  crowd—a c i ty ’s population.
STROLLER
One and everyone—and no gathering  with many!
DIRECTOR
(Looking in to  the yard .) Are you going to  summon them to  p a r tic ip a te  
In the demonstration?
STROLLER
I am n e ith e r th e ir  voice nor th e i r  dependant.
DIRECTOR
How do they see , and how do they hear?
STROLLER
The immeasurable fo rc e , out of the fre e  Judgement.
DIRECTOR
I t  could not take p lace without p repara tion . According to  my 
knowledge—
STROLLER
D on't you notice anything?
DIRECTOR
I must confess the  t r u th :  the prison  f lo u r ish e s .
STROLLER
I t  is  your*! m e rit.
DIRECTOR
To such a r e s u l t .
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STROLLER
You have something to  ea t and drink—and no one asks you fo r  any 
se rv ice , which would destroy . They fe e l ob ligated  to  feed you and 
give you something to  d rink .
DIRECTOR
(S tares a t  him.)
STROLLER
(In  the door.) Have no hunger—have no th i r s t !  Perform no se rv ice , 
which would destroy . Responsible fo r  you: to  give you food—to give
you w ater.
PRISONERS
(Immovable.) We are g u ilty !
STROLLER
You are g u ilty !
VOICES FROM OTHER CROWDS 
(In the d is tan ce .)  We are  g u ilty !
STROLLER
You are  g u ilty !
DIRECTOR
Where i s  someone not g u ilty ?
STROLLER
(In  the yard .) Who are not g u lity ?
PRISONERS
We are  not g u ilty !
STROLLER
You are  not g u ilty !
VOICES FROM OTHER CROWDS 
(In  the d is tan ce .)  We are  not g u ilty !
STROLLER 
(To them.) You are not g u ilty !
DIRECTOR
Confession and p u r if ic a tio n  from the  same tongue?
STROLLER
The double i s  the simple one: between the s h e lls  the c le a r  p o in te r
stands in  the middle.
PRISONERS
We are g u ilty !
VOICES FROM OTHER CROWDS 
(D istance.) We are  not g u ilty !
DIRECTOR
(To the yard .) Confession h ere . (Toward the d is ta n c e .)  
P u rif ic a tio n  there?
PRISONERS
We are not g u ilty !
VOICES FROM OTHER CROWD 
(D istance.) We are  g u ilty !
STROLLER
(Toward the  d is ta n ce .)  Confession th e re . (To the  yard .) 
P u rif ic a tio n  here .
DIRBCTOR
How would they come to  an agreement? ’
STROLLBR
D on't they  force th e i r  way through you—through me to  each other? 
(The p riso n ers  have s ta r te d  out of the yard. Ceaseless clamor:
We are g u i l ty !—counter c a llin g : We are  not g u i l ty 1.—the P risoners: 
We are not g u ilty !--co u n te r  c a llin g : We are g u il ty !—The P risoners 
passing .)
DIRECTOR
Will we be able to  dispense with you?
STROLLER
I am the cause, which made the  revo lu tion  r o l l .
DIRECTOR
(Looking o u t.)  The g rea t column seems unsteady in  i t s  course.
STROLLER
Because tw ilig h t conceals.
DIRECTOR
Do you know the landscape?
STROLLER
U ntil i t  i s  l ig h t .  (E x i ts .)
DIRECTOR
I w ill Join them. I t  i s n ' t  pure c u r io s i ty . The empty p rison  makes 
the expense of a Prison D irec to r no longer necessary. P ro tec t the 
Inventory, which amounts to  nothing. The most valuable th in g  has 
been lo s t :  the p riso n e rs . (E x its .)
FIRST MA.STER
(Closing the  door.) Shall we leave the key behind?
SECOND MASTER
Do we want to  go away?
We are the l a s t .  (The
THIRD MASTER
\
Prison  Masters e x i t .)
(Stony p la in . S t i l l  tw ilig h t.  F igures here—th e re  moving about. 
L l l i  and Bdith d is t in c t . )
EDITH
We have turned away from the highway.
LILI
Crossed over in to  a stony f ie ld .
BDITH
For d u ll tw ilig h t.
LILI
Country around us without boundaries. (S tro lle r  to  them.)
STROLLER
We have a rriv ed .
EDITH
L ill!  he i s  with us.
LILI
Where are we?
STROLLER
Before the new discovery.
LILI
I t  has been promised u s .
STROLLER
Conquered in  the n igh t’s marching. (L i l i  and Edith  move o ff . 
Lawyer and Prison D irector d i s t in c t . )
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LAWYER
The column I s  In f u l l  d isp e rs io n .
DIRECTOR
Who gave the s ig n a l fo r th i s  tu rn .
LAWYER
I  heard nothing.
DIRBCTOR
Whom am I speaking to?
LAWYER
The Lawyer.
DIRECTOR
Prison D irec to r.
LAWYBR
B xcellen t. I  need your evidence. You know the t r i a l  w ill be revived?
DIRECTOR
Which?
LAWYER
With th a t  you ask me almost too much. The case w ill be ag a in s t— 
(Strollei* to  them.) j
STROLLER
Sharpen your observation .
LAWYER
There you a re .
DIRECTOR
One sees poorly .
STROLLER
Tumult I s  everywhere. j
LAWYER
Dobs the c u lp r it  reveal him self?
STROLLER
The not g u ilty  ones move about th e  g u ilty  ones.
DIRECTOR
Are you th ink ing  of my prisoners?
LAWYER
Your people are in  the b rig h te r  uniforms?
STROLLER
You can s t i l l  d is tin g u ish  by crude co lo rs .
LAWYER
Donft  you promise us too much?
STROLLER
You w ill s a t is fy  your demand. (F a rth e r. Lawyer and D irecto r fa r th e r .  
Jeweler—on the s t ic k —d is t in c t .  S tro l le r  to  him.)
STROLLER
The Jeweler on the s tic k .
JEWELER
»
Undoubtedly. Will you announce me now?
STROLLER
You arid everyone.
JEWELER
I accept the f u l l  g u i l t .
STROLLER
As everyone in  the f i e ld .
385
JBWBLBR
Who accuses them?
STROLLER
He who s ta r te d  and a rr iv ed .
JEWELER
Are they Involved?
STROLLER
Everyone is  loose In everyth ing . (Fade. Jeweler fad es . Lieutenant 
and Hotel Manager d is t in c t . )
HOTEL MANAGER
I  am an energe tic  p ed estrian , s t i l l  I  pause—without ac tu a l fa tig u e .
LIEUTENANT
Are you a mountain climber?
HOTEL MANAGER
Hotel Manager.
LIEUTENANT
Otherwise you could give me inform ation about the kinds of stones we 
are  standing on.
HOTEL MANAGER
I t  seems as i f  i t  i s  s t i l l  barren  land. Gravel—one sh u ffles  under­
fo o t—soon we w ill reach f e r t i l e  ground.
LIEUTBNANT
True, i t  rp ad lly  gives way. I  am te s t in g  i t .
HOTEL MANAGER
Are you a farmer?
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LIBUTENANT 
Prison L ieutenant. (S tro lle r  In .)
STROLLER 
Are you digging up the c u lp rit?
HOTEL MANAGER 
The Lieutenant is  examining the ground.
STROLLER
The ground re tu rn s  what you give i t .
LIEUTENANT
More.
STROLLER
Don’t  be led  in to  tem ptation with abundance, which overcomes you!
t
(F a rth e r. Jeweler d i s t in c t . )
. JEWELER
Treasures in  the ground? I  am a Jeweler. I  signed the package s l ip s  
and the gold came with the m all. I  manufactured jewelry and la id  i t  
out in  the shop. For whom I d id  th a t ,  I do not know. Evidently I  did 
not develop my a b i l i t i e s .  For I  am a Jeweler with body and sou l. I  
could have developed myself, i f  only the gold had not been sent in  the 
m all. One works on h is  supply, th a t is  a paralyzing occupation.
HOTBL MANAGER
Would you be aston ished , i f  I  to ld  you, th a t I have two hundred beds 
in  the Grand-Hotel? Beds—beds—beds fo r  a l l  the  world!
LAWYER
(D is tin c t.)  What do you mean by th a t?  I  am a lawyer. Have you given 
sh e lte r  to  suspects?
LIBUTBNANT
(Raising h im se lf.)  I  can give you the answer. I  am a Prison Lieu­
te n a n t /  The Hotel Manager only confirms the words of the Jeweler.
LAWYER
Why d o n 't you speak? (L i l i  and Edith  d i s t in c t . )
EDITH
L i l i ,  they are  ta lk in g  about the Grand-Hotel.
LAWYER
Can the la d ie s  give inform ation?
LILI
We lived  in  the  Grand-Hotel tw ice.
EDITH
In the round red-go ld  drawing room.
HOTEL MANAGER 
The la s t  time the  la d ie s  tra v e lle d  without luggage.
LAWYER
This i s  a  burdening statem ent.
LIEUTENANT
Although I  am unable to  give orders to  my so ld ie rs  any more—
LAWYER
We sh a ll alarm them.
DIRECTOR
(D is tin c t.)  Can you explain  the movement in  the f ie ld  to  me?
(F ir s t  ray  of l ig h t  from heaven.)
LILI
The day!
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JBWELER
S ilv e r  bars pour out!
LAWYER
White to rches!
LIEUTENANT
S t i l l  growing!
DIRECTOR
Inflammation!
EDITH
L ill !
LAWYER
The lig h t i s  novr revea ling  the c u lp r it!  (In  the p la in  the d ispersed  
crowd i s  tu rn in g  toward the l ig h t .  S tro l le r  p resses near the Lawyer.)
STROLLER 
You a re  not find ing  the c u lp r it!
LAWYER
He s ta r t s  out of the darkness.
STROLLER
Vanished away in  the  l ig h t!  (New rays spreading.)
ESCAPED PRISONER
Where i s  the leader?
JEWELER
(Poin ting  with h is  s tic k  toward the S t r o l le r . )  He marches in f ro n t •
of UB.
STROLLER
As drops flow in  a stream.
389
PROSTITUTE 
(Coming forw ard.) Where I s  the leader?
LAWYER
(To th e  S t r o l le r . )  You w ill not deny y o u rse lf . (Fu ll c r ie s  over 
the p la ins Where i s  the leader?!)
STROLLER
(Resounding.) Your c r ie s  ex tingu ish  me.
ESCAPED PRISONER 
We are searching in to  the lig h t!  (C alls over the p la in : We are
searching in to  the l ig h t! )
STROLLER
Light beams over you! (Newer l ig h t  ray s . CallB over the p la in : 
When w ill the l ig h t  be f u l l? )
‘ STROLLER
When g u il ty  and Innocent are  one! (C alls over the p la in : Who is
g u ilty —not g u ilty ? !)
STROLLER
The c u lp r i t  d isappeared!-?-:.. you b u i l t  the c rea tio n ! (C alls over 
the  p la in : Do we become powerful?)
STROLLER
You move on in  omnipotence. (C alls over th e  p la in : Dd we bu ild
here?I)
STROLLER
Where th e  ea rth  i s ! —Build the  c rea tio n . You are  confirmed—clever 
between chaos and work. Build the c rea tio n , which you a re—in the 
r is in g  in  you, who you a re !  —Build the  c rea tio n , which bleeds
through you—your f in g e r 's  order w ill bu ild  a steep bu ild ing , because 
you order yourselves'. —Build the c rea tio n , which wants you—as you 
want I t !  Build the c rea tio n —th a t b u ild s , th a t c rea te s  I t s e l f  in  you! 
— You are  new from evening to  morning a thousand tim es—build  yourself
new crea tio n s which fo rg e t you—as you fade away. No one i s  one—your/
d es ire  aims next to  you: th e re  i s  the o th e r, who is  g re a te r , as he
takes from you. He owes you—as the th ird  owes him—and the many owe 
the th i r d .  Out from a l l  the  debt toward a l l  you cancel a l l  deb t: who
measures—who gives more—and bargains about the  value?!
(He has vanished in to  the crowd.)
CRIES
Where i s  the  leader?!
STROLLER
. (Voice from the d is ta n ce .)  In the very cen ter.
CRIES
(There.) Where is  the leader?!
STROLLER
(From the d istance in  another d ire c tio n .)  Here as th e re !
CRIES
(There.) Where is  the  leader?!
STROLLER
(From the d istance  in  another d ire c tio n .)  Where no one c a lls !
CRIES
(Everywhere.) Where i s  th e  leader?
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STROLLER
(Voice in  a l l  d ire c tio n s .)  In  the c rea tio n  in  you, which you build .
CRIES
(In  the whole p la in .)  We bu ild  upward.
STROLLER
(Big v o ice .) The sun thunders in  the re f le c tio n  of towers!
CRIES
Do we b u ild  grandly?
STROLLER
(Big v o ice .)  Splendor runs round the ridge of the arching roofs!
CRIES
Do we b u ild  fa r?
STROLLER
(Big v o ice .)  Your c rea tio n  reaches wide.
CRIES
Where are  th e  boundaries?!
STROLLER
(Big v o ice .) As fa r  as th e  ea rth  i s  round.
CRIES
What g ives us guarantee?
STROLLER
(Big v o ice .)  As I  fo rg ive in  everything—you are  a lready  a p a r t  of 
me—and parted  w ith me.
CRIBS
(A fter a pause.) The ea rth  r in g s !!
STROLLER
(Powerful voice—f a l l in g  away.) Your blood rushes—fo r you are  the 
e a r th ! ! .
(Sun i s  fu lls  White l ig h t  flows over the p la in , in  which the crowd 
stands as in  a m elting m is t.)
f
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